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ABSTRACT 
THE GROWTH AND DEVELOPMENT OF BRITISH UNDERGROUND AND 
ALTERNATIVE COMICS 1966 -1986 
Initially the terms 'underground' and 'alternative' are defined British underground 
periodicals and comics displayed a distinct influence from American underground 
publications, both in terms of their political ideas and their visual styles. After 
1973 a less politically motivated form of alternative comic developed. The 
comparative financial failure of the majority of these comics is discussed. It can be 
said that these comics reflect their ideas and meanings through their drawing styles 
as well as their obvious political and social content. 
A wide range of comics is then examined in terms of their construction and 
underlying narrative structure, using a series of empirical tests devised for this 
purpose. The aim of these tests is to see if underground or alternative comics can be 
distinguished from mainstream comics by their form and structure rather than just 
their content. 
The influence of alternative comics can be felt both in the growing sophistication of 
mainstream British comics and in the reuse of comic imagery in graphic design and 
advertising 
This thesis could not have been compiled without the cooperation of a great many 
people, particularly the following who agreed to be interviewed. or supplied me with 
written information: 
Steve Bell Paul Gravett Mike Mathews 
Tony Bennett Tony Husband Pat Mills 
Mal Bums Paul Johnson Bob Moulder 
Brian Clarke Phil Laskey John Ridgeway 
Hunt Emerson Ray Lowry Mark Robinson 
Roger Fitton Dave McKean Bryan Talbot 
Steve Gibson Angus McKie Steve Way 
Yý 
INTRODUCTION 
This thesis grew out of a course on the language of comic books and comic strips 
which I have taught at Manchester Polytechnic since 1982. This course had dealt 
with the history of comics, their drawing styles, language, structure and modes of 
production. It had also addressed the different cultural status of comics in Britain, 
America and Europe. 
From this study it became evident that material on British underground and 
alternative comics was very difficult to find. This thesis began as an attempt to 
rectify that situation, and in doing so explain some of the reasons for the failure of 
many of these comics. In its final form it also includes a section which tries to look 
at the construction of comics to see if alternative comics differ from mainstream 
comics in other ways than their basic subject matter. It also includes a 
chronological history of comics which fall within its definition, as an update to 
certain aspects of Comix Index (1978) the only publication to date which has covered 
developments in this field. 
The thesis has been compiled by looking at the original material involved and 
through interviews with various practitioners.. The former are difficult to trace 
unless bought at the time but I was lucky to have done that in many cases, and to 
have had access to most of the other material from various collectors. 
General British underground magazines (and Nasty Tales and Cozmic Comics) are 
available on microfiche through Harvester Press. More problematic was the precise 
detail relating to many of these comics. Often there was no editorial content, and 
sometimes not even a publisher's name or date of publication. Nevertheless, the 
actual comics have formed the most important source for the thesis in that their 
final form is a testimony to the ideas and beliefs of their creators. 
Most of these omissions have been rectified by interviews or correspondence with 
artists, writers and publishers. Some facts must remain in doubt by the very nature 
of this kind of 'oral' history, the conflicting memories on the part of the 
participants, and the unavailability of some of the figures involved. 
Any attempt to give a precise definition of British Alternative Comics is fraught 
with problems. It is an area which is approximately synonymous with the field of 
'underground' comics, but it also covers a wider range of material. Indeed the 
phrase 'underground comics' itself is by no means exact. The usage of the word 
underground to mean "in a hidden or obscure manner"(1) originated In the 
seventeenth century. It was obviously something of a misnomer for the anti- 
establishment comics of the late nineteen sixties which depended on publicity and 
widening sales for their survival. In American In 1968, Tom Forcade, The 
Underground Press Syndicate coordinator wrote: 
1 
Underground is a sloppy word and a lot of us are sorry we got 
stuck with it. Underground is meaningless, ambiguous, 
irrelevant, wildly imprecise, undefinitive, uncontrollable and 
used up(2) 
Despite this extreme dissatisfaction the word underground stuck, perhaps because it 
was in fact not an unreasonable approximation of the early manifestations of the 
movement. 
John Wilcock wrote in 1970: 
Like so many other over-used words, 'Underground' means too 
many different things to different people. If it is still used by 
people who are underground themselves (by any definition) this is 
mainly because no other word conveys so simply a whole class of 
people and their activities(3) 
The word underground carried connotations of a culture that was not only opposed 
to the existing establishment. but also trying to operate totally outside the artefacts 
of that establishment. Thus the true 'underground press' wrote. printed and 
distributed their newspapers or comics totally independently of established 
organisations., Small offset litho machines. local distribution (often street 
vendors) were the mechanisms of this kind of periodical. There was a widespread 
belief that this kind of independence would enable these practitioners to avoid 
"selling out". The concept of "selling out". or cooperating with the establishment, 
was rarely avoided in practice. Part of the problem was that in order to expand and 
produce periodicals with national distribution it was almost inevitable that 
existing printing and distribution facilities would have to be utilised(4). 
Also society often has a surprising capacity for absorbing or deflecting what seem to 
be dangerous ideas. Walter Benjamin said in 1934: 
Transmitting an apparatus of production without - as much as 
possible - transforming it, is a highly debatable procedure even 
when the content of the apparatus which is transmitted seems to 
be revolutionary. In point of fact we are faced with a situation - for which the last decade in Germany furnishes complete proof - 
in which the bourgeois apparatus of production and publication 
can assimilate an astonishing number of revolutionary themes 
and can even propagate . them without seriously placing its own existence or the existence of the class that possesses them into 
question(5) 
Thus in the counter culture, or underground, we find a tension between the original 
aim of destroying existing cultural assumptions and power structures and the 
continual temptation to collaborate to some extent with these structures. 
Research has indicated that rather than mainstream publications being changed by 
underground publications, it was the underground which was changed by the early 
nineteen seventies. James Spates, writing in 1976 and having based his research on 
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both American and British magazines concluded: 
The content analytic data reported here primarily indicate two 
things: first that the values of dominant culture magazines have 
not changed appreciably in recent years and second. that the 
values of the underground press have. The first finding casts 
doubt on the hypothesised rapid alteration of Western society 
towards a counter culture ideology, the second casts doubt on the 
ideological stability of the counter culture itself(6) 
The word 'alternative' however suggests a less extreme and therefore wider 
definition. In fact its literal definition is only: 
... stating or offering either of two things(7) 
The contemporary usage of alternative is more specific in that it lays stress not 
equally on 'either of two things' but rather on a multiplicity of alternatives to one 
dominant example. or norm. Thus the phrase 'alternative lifestyles' carries the 
connotation not just an equal offering of two (or more) lifestyles, but of a series of 
alternatives outside the boundaries of what is accepted as a normal or average 
lifestyle. In order to apply this meaning of alternative to the field of comics in this 
country it will therefore be necessary to establish a working definition of the 
normal or average comic. The alternative comic can then be described as any comic 
which differs from this norm in any substantive way. Although this is potentially a 
complicated issue. there is in fact a common characteristic which links all 
standard British comics. This is the fact that they are aimed at a target audience of 
children. In most European countries, where the comic market is much more 
sophisticated, such a clear distinction would not be possible. However all comics in 
this country which address themselves to an adult audience can be legitimately 
described as alternative. Many of these comics make this intention quite clear by 
stating "adults only" on their covers. Others may be reasonably assessed as adult if 
their content concerns subjects (often political or sexual) unlikely to be aimed at 
children. In both cases their target audience will also be underlined by the use of 
different distribution channels and points of sale from ordinary comics. Thus such 
a definition of alternative comics would not include comics which, although aimed 
at older children, have also attracted adult readers, although some of this material 
will be discussed when the influence of alternative comics is examined(8). The 
question of the nature of 'normal' comics and the ways in which they may be 
differentiated from alternative and underground comics is also discussed in more 
detail in Chapter Three. 
The first element of the definition is more straightforward, "British" refers to any 
alternative comic published in Britain during the period under consideration. 
Material published in Britain consisting of reprints from other countries (in 
practice normally America) is included, but work by British artists which has been 
published abroad is not, although such material may be discussed in the text for 
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comparative value. 
The final element - the word 'comics' - is open to a range of different 
interpretations. The arguments about its precise meaning are discussed in more 
detail in Chapter Three. As a working definition it can be said that comics are a 
type of graphic representation that take the form of a series of sequential images. 
This thesis comprises five sections. The first two chapters are concerned with 
underground and alternative comics respectively. The ways in which these two 
areas have been differentiated will be discussed in a moment. In these two chapters 
both the story element and the drawing styles of the comics will be examined. This 
will hopefully give an impression of the tone of these comics, which in combination 
with their publishing history will be used to try and explain why the majority of 
them were shortlived endeavours. This information has been compiled from the 
comics themselves and from interviews with their creators. 
Chapter Three, however, concentrates on a different, more neglected aspect of these 
comics. There is a fairly direct correlation between drawing style and subject 
matter in that there appear to be certain kinds of 'underground' and 'alternative' 
drawing styles which seem to complement. or at least become associated with 
certain kinds of topics. But there is a third element in all comics: their design, the 
format, layout and construction of the drawn page. Chapter Three attempts to look 
at the form of these comics in more detail to see if they have characteristics in 
common other than their basic tenor or subject matter. A wide range of comics has 
been examined in this chapter both to provide a comparison to alternative comics 
and to see if any unexpected connections can be made across the normally accepted 
boundaries. 
The fourth and final chapter tries to discover some of the reasons for the frequent 
failure of these kind of comics in this country, and looks at the way in which some 
of their artists and writers have moved into mainstream comics to discover the 
ways in which underground and alternative comics have influenced comics as a 
whole in this country. 
The fifth section is a chronological listing of all comics I have been able to trace 
which seem to fall within this area, giving their publisher, print run, size, format 
and price wherever it has been possible to trace these details. 
The differentiation between 'underground' comics in Chapter One and 'alternative' 
comics in Chapter Two has been quite difficult, as might be expected from the 
definitions given above. The line between the two can certainly be blurred, and 
some comics may include material in a single issue which seems to belong in both 
areas. Nevertheless, even in these cases it is often possible to say that overall the 
comic seems to belong to one particular category. 
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Although underground and alternative comics often have much in common they 
can be fairly accurately divided by applying three main criteria. Underground 
comics have three main traits which alternative comics do not possess. The first 
two are closely related: a strong degree of radical political motivation and a 
commitment to 'thedrug culture'. Of course. due to the illegality of drugs such as 
marijuana and cocaine. a commitment to the drug culture is in effect a political 
stance anyway. Indeed the question of political motivation is itself rather complex. 
Richard Neville wrote in 1971: 
Underground organisations are inherently political - even the 
restaurants(9) 
As we shall see later the political beliefs of the underground were. also diffuse, 
ranging from anarchism and orthodox Marxism to liberalism or a mockery of all 
serious political endeavour. 
The third criterion is perhaps even vaguer. it is a sense of outrage and extremism. 
An underground comic will often express its ideas about society in a forceful, direct 
way which is designed to shock. 
A true underground comic story therefore displays one or more of the following 
characteristics: 
1 Favourable references about banned drugs (particularly 
marijuana). 
2 An overt political message or content, normally concerned 
with an attack on the incumbent government and its 
institutions and the proposal of radical alternatives. 
3A willingness to express ideas (for example about sexuality) 
in an outspoken and extreme manner which would be likely 
to be censored in more mainstream publications. 
Specific problems which arose from these definitions are discussed in the main 
text. 
Because of the nature of the counter culture in this country these definitions have 
also led to a broadly chronological arrangement of material in the first two 
chapters. To a large extent 'underground' comics precede 'alternative' comics, 
although as we shall see there are exceptions to this generalisation. 
5 
NOTES 
1 The Shorter Oxford English Dictionary. Open University Press, 1973 
2 Forcade. Tom Lr Orpheus, August 18th, 1968 
3 Wilcock, John in Countdown: a subterranean magazine, NAL 1970, p. 168 
Wilcock was a former Daily Mirror journalist who moved to America and 
became an important figure in the underground, helping to found Village 
Voice 
4 The printing history of International Times exemplifies this. It experienced 
great difficulty in finding printers capable of producing the magazine with-. 
out at the same time imposing restrictions on its content which amounted to 
censorship 
5 Walter Benjamin quoted in Walsh, Martin The Brecht tan Aspect of Radical 
Cinema. BFI, 198 1, p. 6 
6 Spates, James L'Counterculture and Dominant Culture Values: A cross- 
national analysis of the underground press and dominant culture 
magazines' III American Sociological Review, Vo1.46, October, 1976, p. 880- 
881 
7 The Shorter Oxford English Dictionary, Open University Press, 1973 
8A prime example of this is the IPC comic 2000AD. with its cult hero, the 
fascist future Judge Dredd. Although aimed at younger teenagers its 
audience consisted of 30% over 25s by the companies own estimates in 1986 
9 Neville, Richard Playpower. Paladin, 1971, p. 214 
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Chapter One : Underground Comics 
1.1 Propaganda and Comic Strips 
Political satire and propaganda have a long tradition in the field of the comic strip 
and cartoon. In the eighteenth century in particular there are many satirical works 
by Hogarth, Gillray and Rowlandson which stray towards the narrative strip form. 
Gillray's John Bull's Progress of 1793 (See illustration 1.1) is typical of this type of 
work. It takes the form of a strip of four panels with explanatory text under each 
panel - rather like the format of some early twentieth century children's strips. Its 
subject matter, however, is a satire not unrelated to the concerns of the nineteen- 
sixties underground. The story of a jovial, fat 'John Bull' figure going to war ends 
with the vitriolic image of an emaciated, one-legged soldier confronting his almost 
destitute family: "John Bull's Glorious Return". The figure could easily be 
transformed into 'Uncle Sam' and the war to Vietnam(1). 
It can also be argued that this kind of satire is particularly well suited to the 
medium of the cartoon or caricature. On the one hand the broad drawing style of 
caricature allows the artist to control and exaggerate whatever elements he desires. 
This means that the satire can be subtle to the point where some people may not 
even notice it, or on the other hand so broad that it can hardly be missed. This 
facility means that an artist may feel able to make a pointed, perhaps dangerous 
comment in a drawing that he would not dare to write about openly. The meaning of 
a cartoon can be made ambiguous, and a humorous drawing style may mitigate 
against the effect of a vicious joke. However it is often the case that the artist will 
miscalculate the freedom he has to make political comments: the history of 
political cartoonists is littered with imprisonments and even assassinations(2). 
Yet this very history of censure is proof of the power of the drawn, supposedly 
humorous image. 
It can be argued that comic strips in particular are especially suited to the role of 
propaganda. Steef Davidson, writing in 1982, claimed: 
Propaganda is the means by which a particular ideology is 
brought to life and comic strips are an ideal medium for the 
spreading of ideas and propaganda. Words or pictures on their 
own lack the direct impact of the two put together and 
illustrations will make the most theoretical text easier to 
understand(3) 
Davidson does not develop this point further. However it is certainly true that 
comics have certain characteristics which make them an ideal vehicle for such 
propaganda. 
7 
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1.1 James Gillray. John Bull's Progress, 1793 
On the one hand they have the obvious strong visual content which is also found in 
cartoons, propaganda posters and films. On the other hand it is possible to control 
the elements of a comic more specifically and precisely than, for example, film. In 
a comic narrative the specific positioning of the characters, their expressions and 
indeed the whole drawing style is under the exact control of a skillful artist. In the 
collaborative medium of film the scriptwriter, director, actors, set designer and 
lighting man, amongst others, have had a hand in the appearance and potential 
meaning of a single scene. Comics lack the movement, sound and music of film and 
therefore cannot carry its emotional charge. Yet they can combine the power of 
images and the precision of words (both narration and dialogue) in such a way as to 
leave the reader in little doubt as to the propaganda message involved. Such 
propaganda may of course be in support of the establishment as well as against it. 
There are numerous examples of such propaganda comic strips. particularly during 
both world wars. During the First World War much of this material was still overtly 
humorous: cartoon characters like Weary Willie, and Tired Tim or Patriotic Paul 
foil the pompous and totally incompetent Hun(4). By the time of the Second World 
War there was a great deal of material of a somewhat more serious nature. Most 
superheroes were involved in the war effort in one way or another, including 
Superman, Batman and Captain America. 
Arguably all war comics which are issued contemporaneously to any given war also 
contain a political or propaganda element. The genre of American war comics 
really came into its own during the Korean War, and it is during the period of the 
height of the Cold War, perhaps from 1946-1973 that propaganda in all kinds of 
comics was at its most intensive(5). 
During this period America produced titles like Atom Age War and World War III 
("The War That Will Never Happen in America Remains Alert")(6). Companies like 
Charlton Comics ran separate propaganda pages in titles like Fightin' Air Force(7). 
Even other genres of comics were not free from explicit anti-communist 
propaganda as in a vampire story in Atlas's horror comic Menace, No. 4 June 1953. 
The story, written by Stan Lee, tells of a vampire' awakening after three hundred 
years. In order to remain undetected the vampire takes human form and mixes 
with the local villagers: 
They are stupid, unlettered, primitivel It doesn't take long for you 
to become a great leader among them(8) 
On the final page, (See illustration 1.2) the vampire's move into national politics is 
described, and in the final panel he transforms into Stalin in the "maddening 
surprise" ending promised at the start of the story. 
By the later 1960s, however, this widespread, almost insidious propaganda role for 
comics had waned somewhat, although examples still occur in Marvel superhero 
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1.2 Stan Lee (author). A Vampire is Born, Menace, no. 4,1953 
comics and Charlton's continuing war comic output(9). 
Interestingly the ways in which such ideologies can be expressed through comic 
strips has been examined in great detail by Martin Barker(10). Barker begins by 
noting that there is often a gap between 'large' theories about ideology (for example 
by Marx or Gramsci) and the detailed study of artefacts and the way they actually 
reflect particular Ideologies. He then examines several comics himself, but tries to 
use these samples as test cases for theories of how media can effect their consumers. 
In particular the claim that violent comics lead to actual violence is examined with 
reference to IPC's adventure comic Action, and the attacks on stereotyping and 
sexism in girls' comics like Jackie is also considered. In refuting previous analyses 
which claim that comics do influence their readers in this way Barker attacks the 
concept of 'identification' which is widely accepted as the mechanism by which the 
media achieve their effect. He examines research on the subject and argues, quite 
convincingly, that although viewers or readers may sympathise with a certain 
character they do not take on that character's thoughts, values or behaviour 
patterns. Barker quotes research by Howitt and Cumberbatch which concludes: 
There is no evidence in the present experiment or in the others of the 
series that identification with a film character influences children's 
moral judgements of that character's aggression(11) 
But there is a problem here which relates to Barker's attack on 'identification'. He 
dislikes it as a concept because it is unproven, but nevertheless it is cited by the 
censorship lobby as the phenomenon which facilitates dangerous influences by the 
media. However as a word it seems to describe accurately the sensations which 
many people experience when reading or viewing a work of fiction. Part of the 
reason for its often unthinking use may have, been this seeming 'rightness' of the 
word. When 'Identification' is used outside media responses (for example a 
politician saying "I can identify with your problem") it is often used as a slightly 
stronger but almost synonymous version of "I sympathise". It has in effect been 
hijacked by supporters of censorship to mean something more literal, and as 
Barker quite rightly points out, unjustifiable, in relation to the media. 
Barker ends by reevaluating the well known work of Vladimir Propp, and the less 
well known writings of Valentin Volosinov. From this he extrapolates a theory 
which proposes that comics, and indeed other media, are dialogic, that is they speak 
to a specific kind of audience who responds to the material they are presented with. 
A pact, almost like a silent conversation, is thus established. Barker's overall 
argument is much more complicated and subtle than this summary but it is a timely 
rejoinder to the idea that the media can somehow bludgeon their consumers into 
acquiescence. 
Dorfmann and Mattelart have also pointed out that even the seemingly innocuous 
Disney comic may contain political messages. To those familiar with the history of 
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the Disney animation studio this will come as no surprise, but to others such 'a 
claim may seem unlikely. Dorfmann and Mattelart observe that it seems that 
Disney's characters: 
... have been incorporated into every home. they hang on every 
wall, they decorate objects of every kind, they constitute a little 
less than a social environment inviting us all to join the great 
universal Disney family, which extends beyond all frontiers and 
ideologies, transcends differences between peoples and nations, 
and peculiarities of custom and language(12) 
But once they have marshalled their evidence there is little doubt that Dorfmann 
and Mattelart's thesis is at least partially proven. This evidence includes a story 
where Scrooge McDuck and his family visit the Asian state of 'Unstedystan'. There 
they help defeat the revolutionary guerillas of Whan Beeg Rhat. This story was 
originally published in 1966. as the profile of the Vietnam War increased 
dramatically in the United States. 
Dorfmann and Mattelart demonstrate then, that an ideology can be hidden in 
popular cultural texts. On the other hand it is equally plausible that any such 
ideological propaganda can be so hidden that it fails to affect some readers, or so 
minimal that it is virtually non-existant. There is little doubt, for instance that 
Walt Disney himself was basically 'right wing' indeed arguably a racist(13). 
However it is by no means true to say that every product of the Disney studio during 
his lifetime (up to 1966) reflects these views, despite his close involvement in much 
of the production. This is partially due to the fact that film is a collaborative 
medium and some of Disney's staff did not hold the same views. But it is also the 
case that any series of creations, be they animated cartoons or comics, do not 
necessarily reflect the political views of their creator(s) in this simple, direct way. 
Thus it is perfectly possible for someone to enjoy many Disney cartoons or comics 
without sharing Disney's political views. In some, however, there may be elements - 
such as offensive racial stereotypes - which will disturb this enjoyment. 
Martin Barker points out that it is unlikely that there will be any great consistency 
of views in these comics over a long period of time. Indeed, some of the stories are 
open to widely differing, if not completely oppositional interpretations. Barker 
also notes that the same Scrooge McDuck stories have been interpreted as pro- 
capitalist cultural imperialism, a gentle satire of the acquisition of wealth, a 
critique of capitalism and a "parable of human absurdity"(14). 
If we have here the disappearance of the author. then we also have the greater 
importance of the "role of the reader"(15). Barker argues that it is possible to divine 
the 'correct' interpretation of a particular story, but this can be fraught with 
problems. There may be a 'major' reading for some texts, with concomitant minor 
readings.. but for others it may be impossible to privilege one particular 
interpretation. Umberto Eco's concept of the "open text" allows for this multi- 
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layered, perhaps even contradictory interpretation of some texts. Take for example 
the more extreme examples of S Clay Wilson's work with its sexual violence, or the 
sado-masochistic comic strips of John Willie (John Coutts) of the 1940s(16). In 
some readers they will engender feelings of revulsion and distaste, in others 
ridicule, whilst others may find them sexually stimulating. But what if Coutts had 
said that he did these stories to provoke the reaction of horror and distaste (which 
he did not, as it happens), and that they are therefore 'anti-pornographic'. They 
certainly will create those feelings in some readers, perhaps the majority. It seems 
impossible to tell what the 'standard' or 'majority' view of such a comic is (although 
one could guess) without actually interviewing a great number of its readers. Even 
then there would be the problem of the people to be interviewed - would they be a 
cross-section of society. or just those familiar with comics, and would their 
answers actually be honest and reliable? 
If Coutts' intention is to provide sexual titillation, but in eighty percent of readers 
he causes revulsion, which is the correct interpretation of his work? And of course 
with the passing of time a change in sexual mores could alter the percentage of 
readers substantially in either direction. Thus any given text, be it a comic, novel 
or film has series of readings which may be divided into three main types. Firstly 
there is the intended meaning of the author. secondly there is a majority 
interpretation by its readers, or viewers, and thirdly a series of minority 
interpretations. In almost any fictional work (or any 'open text' of any kind) it is 
hard to imagine that all three areas would be markedly similar. Barker ends by 
saying (and it is hard to disagree): 
The Disney comics are neither 'innocent' nor 'guilty'. They are 
too diverse and complicated for either(17) 
The question remains of how powerful this propaganda is. The appearance of 
Mickey Mouse (or Popeye) on the noses of USAF bombers in the Second World War 
and the mobilisation of most animated characters to fight the Axis in their 
cartoons suggests that it is perhaps more powerful than a 'common sense' view 
might allow. Ridicule is a powerful weapon, and in the case of Vietnam the cartoons 
and comics which opposed the war were one element in the propaganda war, the 
losing of which arguably led to the loss of the war itself. This does not contradict 
Barker's ideas on the ways in which the media is limited in its power. Cartoons, 
editorial opinion and news coverage of the war very gradually changed many 
American's views. There was no sudden flash or blinding light forcing people to 
change their minds. Nor, indeed, could any amount of pro-government propaganda 
halt this shift in opinion. Richard Nixon himself probably realised this, as his own 
view of manipulation of people was rather cruder, in the words of one of his 
favourite sayings "If you have them by the balls their hearts and minds will follow". 
But it was not until this period in the late nineteen-sixties that a large number of 
anti-establishment comics began to be produced. This was the period of the birth of 
the so called "Underground Comic". and once again the main thrust of this 
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movement originated in the United States. 
1.2 American Underground Comics 
To understand the nature of the influence of American underground comics in 
Britain it is first necessary to look in greater detail at their characteristics. As a 
working definition it can be said that an American underground comic at this 
period was a comic produced outside the comics code by one of a number of small 
independent companies(18). In almost every case it could also be added that part of 
the intention of the comic was to voice opposition to the government, society or 
status quo in America at that time. Some of these comics, in the main the better 
ones, also developed a synthesis of existing drawing styles which came to represent 
a graphic identity, or rather several graphic identities, for the counter culture. Thus 
underground comics were by no means a dramatic break with previous traditions. 
The most recent influence on undergrounds was the EC Company's horror comics 
of the early 1950s(19). This debt is well documented. In the standard history of 
American underground comics Mark Estren states: 
... the most direct influence on the underground cartoonists... is the old line of EC Comics, which until underground comics 
began, were by far the best written, most original and intelligent 
things ever printed in comic book form(20) 
However the main influence of EC Comics was not visual. The second half of 
Estren's statement indicates that their influence was primarily inspirational. 
They showed, not without controversy, that the nature and content of comic books 
need not be restricted to the simplistic styles and concepts traditionally associated 
with the medium. E C's artists were some of the most talented to have worked in the 
field. Many subsequently moved to more lucrative areas, for example Jack Davis, 
who now works mainly in advertising and has drawn many covers for Time 
magazine. Most underground illustrators did not possess either the experience, 
facility or the desire to draw in the manner of the EC artists. One notable exception 
was Rand Holmes, who drew in a style directly derived from E C's main science 
fiction artist, Wally Wood. Although sometimes uncomfortable in his handling of 
figures, Wood was widely admired for his inventions of massive, essentially 
meaningless acres of science fiction hardware and machines. At times Holmes can 
be seen to borrow directly from Wood's images(21). 
For better or worse, Mad probably would influence more 
underground press writers than Tom Paine, maybe even Karl 
Marx". (23) 
Although Mad grew into the present Mad Magazine and made the EC publisher. 
William Gaines, a millionaire, it was much more anarchic in its early form. It was 
willing to satirise a wide range of subjects. including Senator Joseph McCarthy in 
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1954. Kurtzman is also important as he later became editor of Help magazine which 
in the mid-sixties printed early work of many underground cartoonists. 
The second major influence on underground comics was the work of early 
American newspaper comic strip artists. This was mainly a stylistic influence, and 
quite a pervasive one. On occasion it was also very specific. for example with Bobby 
London's Dirty Duck an earthy version of George Herriman's Krazy Kat(24). As a 
homage to Herriman. London deliberately drew in a style virtually 
indistinguishable from Herriman's original. However a general stylistic influence 
is very widespread. The two most important underground cartoonists, Robert 
Crumb and Gilbert Shelton both owe a debt to this kind of classic strip. Crumb, in 
particular displayed a view of early twentieth century America which verges on 
nostalgia. In 1974 he said: 
As we get further away from that time we are going to see that the 
20s, 30s, and 40s were the peak of American culture. It started 
declining after the thirties ... like musical instruments. In the twenties you could go out and buy a cheap instrument that was 
well made. Now there is no cheap instrument that is anything but 
a piece of shit(25) 
Crumb's drawing technique stems from a loose drawing style used by several major 
newspaper strip cartoonists from the nineteen-tens to the nineteen-thirties. 
Although open to a wide range of personal variations this style links the work of 
George Herriman, Bud Fisher, Rube Goldberg. EC Segar, Fred Opper and others. It is 
markedly different from the clearer and more realistic styles used by other 
newspaper strip artists of the period such as Winsor McCay, George McManus, RF 
Outcault and Frank King. The imagery which Crumb uses can at times be very close 
to those in the work of artists like Goldberg (See illustrations 1.3 and 1.4). 
There are two essential differences between the work of Crumb and these earlier 
artists. Firstly Crumb uses a much greater variation in thickness of line so that his 
major figures or motifs are emphasised by a heavy black line, while details are 
added in a much thinner, more delicate line. Secondly Crumb often uses hatching to 
express shading and a sense of light falling across his figures, no matter how 
unlikely or ridiculous their form might be. These two devices give Crumb's work a 
much cleaner look than his precursors and lend his figures a solid and tangible 
weight. Herriman, on the other hand will often use his hatching arbitrarily to 
distinguish the edges of objects and resolve his panel designs (See illustrations 1.5 
and 1.6). Thus, although both artists will use solid black areas for emphasis, 
Herriman's pages tend to have a lighter, more fluid design. Crumb's work, on the 
other hand, has a strong illusionistic character. 
Crumb had become a seminal figure whose images were central to the counter 
culture by the end of the nineteen-sixties, particularly as many were made widely 
available by the Underground Press Syndicate(26). Despite countless-interviews 
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and a recent BBC documentary Crumb has remained elusive. He has received 
critical acclaim from a wide range of sources. For example, Robert Hughes wrote in 
1972 "Robert Crumb is a kind of American Hogarth"(27). Still to be fully assessed is 
the influence of his drawing style. although its impact on illustration and design 
was noted as early as 1971(28). Although Crumb's work still awaits a major 
appraisal, the World Encyclopaedia of Comics entry, trying to objectively assess his 
career can nevertheless claim "Crumb... completely changed American mores in the 
1960s and early 1970s"(29). 
The period 1967-1973 saw an explosion of underground comics fuelled by the 
accessibility of cheap offset litho printing and the growth of opposition to Nixon 
and the Vietnam War. This opposition helped to create a large youth "counter 
culture" which formed the main market for underground comics. After the success 
of Robert Crumb's Zap comics in 1967 a wide range of titles began to appear. 
In terms of genre these underground comics covered some of the same areas as their 
conventional counterparts, in particular horror, science fiction and humour. Of 
course the undergrounds approached their subject matter from a different 
viewpoint. Yet it is surprising how often this viewpoint is expressed in traditional 
format and with traditional narrative. Undergrounds which actually challenge the 
accepted form and structure of established comics are quite rare. Those which do 
experiment with form in this way virtually constitute a minor, separate sub-genre, 
as we shall see later. The degree to which the underground was influenced by this 
mainstream tradition is indicated by the amount of times that a 'counter culture' 
viewpoint is expressed simply by an inversion of standard formulas. This is often 
achieved in parodies producing underground comics which borrow the images, 
drawing styles of traditional comics. A typical example of this is Gilbert Shelton's 
Wonder Wart Hog, a parody of Superman. Here the clean cut Superman has become 
"Fearless, fighting, foul-mouthed Wonder Wart Hog, the hog of steel". 
In Zap No. 5 (Apex Novelties, 1970) Wonder Wart Hog introduces a short story: 
'Believe It or Leave It, you don't know how good you got it here in America, bub" (See 
illustration 1.7). This is in itself a parody of another long running American 
newspaper strip, "Ripley's Believe It or Not. The aggressive wart hog explains that 
some unfortunate nations are controlled by secret totalitarian neo"fascists", while 
the leader pictured below is unmistakably Richard Nixon. Elsewhere Wonder Wart 
Hog, in an excessive fit of zeal, rips a suspect to pieces before remembering he 
should have interrogated him first. Shelton's other main characters, The Furry 
Freak Brothers, operate on a similar formula. In a reversal of detective story plots 
they are the drug users who are always too clever, or lucky, to be trapped by "the 
pigs". 
Drugs, of course, were part of the fabric which drew the counter-culture together, 
although a distinction was made so that 'hard' drugs were sometimes attacked. 
Marijuana and LSD however, were at least experimented with by most underground 
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cartoonists and in 1973 El Perfecto comics was produced by the Print Mint, 
featuring most major underground artists to raise funds for the beleaguered guru of 
LSD. Dr Timothy Leary. 
Another major theme in underground comics was sexuality. and for many 
cartoonists explicit sexual imagery was seen as having a liberating effect. It seems 
strange in retrospect to see the favourable light in which both subjects were shown. 
The work of Crumb and S Clay Wilson was seen by David Zack in 1969 as: 
... raising the level of America's pornography to the point where, 
as happened in Sweden pornography must..... stop being 
illegal(30) 
Despite some strenuous feminist criticism of Crumb and Wilson many writers were 
able to use the word pornography in the late nineteen-sixties without any of the 
pejorative connotations it has carried both before and since. In fact the heated 
debate between what one side saw as sexism and the other as freedom of expression 
helped to deepen the rifts in the counter culture by the early seventies. But by then 
this American material had begun to influence both the kind of imagery used by the 
British 'counter culture' and the role that comics played in that culture. 
1.3 British Underground Magazines 
The British underground comic certainly owes a great debt to the American 
underground comic, although it is probably not true to say that the former would 
not have existed without the inspiration of the latter. Yet the initial forms and 
styles of the British underground comic undoubtedly imitated American 
undergrounds, and their development would have been very different without this 
influence. 
The initial ' influence was achieved in a very direct way, as British underground 
newspapers simply reprinted a wide range of American comic strips. Many of the 
early British underground comics were also reprints of American material as we 
shall see later. This move from comic strips in newspapers also parallelled what 
had already happened in America, both with undergrounds and indeed with comics 
themselves in the earlier part of the century. Comic strips were established as a 
recognisable form in the 1890s and became a ubiquitous feature in American 
newspapers as a result of circulation wars. Their spread and increased importance 
was largely due to William Randolph Hearst who started these circulation wars in 
1896, describing the colour comic section of his New York Journal as: 
eight pages of iridescent polychromous effulgence that makes the 
rainbow look like a lead plpe(31) 
In the 1930s and 1940s the separate comic book was established, initially using 
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characters from newspaper strips(32). 
In the 1960s exactly the same process took place as separate underground comic 
books grew out of the comic strips which had appeared in American underground 
papers. Comics of all kinds have always been more important in American 
publishing and culture as a whole than they have been in Brltain(33). 
The reaction of the 'well-educated' person to comics in Britain is summarised by 
Richard Hoggart's comment 
At the lowest level all this is illustrated in the sales of American 
comic..... a passive visual taking-on of bad mass-art geared to a 
very low mental age(34) 
Certainly comics may have been less attractive to many British underground 
publications as many of the people in control were well-educated and middle-class. 
They had been educated in a tradition that despised comics and related artefacts. 
This attitude also changed little over the years, so that in 1987 a representative of 
the largest comic publishing company in the world could claim 
You have a problem in Britain, and that is that we're about thirty 
years behind. Comic books are still seen as either in the best 
light, working-class novels, or in the worst light as something 
you stop when you reach the age of eleven. That's not a view that's 
prevalent on the continent, certainly(35) 
Yet perhaps this very disapproval of the form helped to make it attractive to the 
underground. In newspapers like International Times, the anti-establishment 
themes of drugs, rock music and sex were expressed with graphics taken from 
sources which were all at that time unpopular with mainstream media. These 
included Victorian prints, psychedelic patterns. dense collages and comics of all 
kinds. Oz, the most important magazine of the British underground. also 
specialised in underprinting text pages so heavily that they were almost 
unintelligible. 
At the same time another factor in this reprinting of American material seems to be 
a willingness to succumb to what has been called 'American Cultural Imperialism". 
In the same way that Hollywood dominated the output of films for the consumer 
society, so it appeared to the 'alternative society' that America also had the best 
counter culture revolution. Ozand International Times frequently contain articles 
about The Black Panthers, The Yippies, Jerry Rubin, Timothy Leary, and other 
major American figures.. Through the eyes of these periodicals the American 
'revolution' Is seen, perhaps with justification, as bigger, tougher and altogether 
more extreme. 
, 
The use of specifically American Imagery. particularly comics (of 
both mainstream and underground varieties) underlined this awe, and perhaps 
envy of the American counter culture. 
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Through the Underground Press Syndicate a wide range of original material was 
available to members without copyright restrictions. Of course this very 
availability meant that there was a further incentive to reprint American articles. 
As they were free this was obviously the quickest, easiest and cheapest way of filling 
a magazine. But the influence of America extends even beyond the reprinted 
material. For example International Times No. 138 (18th September 1972) has nine 
pages which consist of UPS or other American reprints. Five other pages deal with 
American topics such as Janis Joplin and American pulp magazines, so that after 
adverts are taken out, only five pages out of twenty-four contain original articles on 
events and topics in Britain. 
This dependence on America was partially justified at the time by promoting a 
sense that the 'revolution' was world-wide - that what united the underground was 
its age range and ideas rather than nationality. For example in International 
Times No. 78,24th April 1970, the back page is taken up with quotes from Jerry 
Rubin. They include: 
The Youth International Revolution will begin with the mass 
breakdown of authority, mass rebellion, total anarchy in every 
institution in the Western World 
The world will become one big commune with free food and 
housing, everything shared(36) 
The naivety of this view notwithstanding, the decision to reprint them is at the 
same time indicative of both the interest in American ideas and also the 
propagation of the specific idea that the underground was a worldwide movement. 
There is further empirical evidence for this influence, and it lies in the area of 
stylistic changes. As American artists were published in British periodicals in the 
late nineteen-sixties and early nineteen-seventies the character of the 
contributions of British artists begins to change. To establish how this happens it 
is first necessary to look at the earliest forms of comic strip which British 
contributors produced for underground periodicals. There is not the space here to 
trace the development of drawing styles back any further in great detail. However, it 
is worth making the point that even these early styles were part of a long historical 
process. 
There are three basic periods in the use of comic strips in International Times, the 
major newspaper of the underground. In the first stage, following its inception in 
1966, there were very few comic strips used, and indeed there was little emphasis on 
the visual. The very early issues of International Times were further held back in 
their attempts to experiment by the fact that they could not find an established 
offset lithography printer who was willing to handle the magazine. In the second 
stage starting in 1968, American comic strips and single illustrations begin to be 
used in conjunction with British material as the design of the newspaper as a whole 
started to be more adventurous. 'By the third stage in 1969, American material had 
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come to dominate, and the English strips used reflect an American influence to one 
degree or another. The new importance of American comic strips to the British 
underground, and their selling power is indicated by the front cover of 
International Times No. 74,26th February 1970, which is totally taken up with a 
Gilbert Shelton Furry Freak Brothers strip. 
International Times No. 7,30th January 1967 opens with the IT logo, featuring not 
Clara Bow ("The It girl") as It should have, but Theda Bar-a. This mistake was 
pointed out at the time but never rectified. Its overall layout with headline, central 
photo and three column text is not radically different from a tabloid newspaper of 
the period. Many of the interior pages are also set out in a very traditional manner. 
It is only on the centre pages that the design begins to be at all experimental. The 
double page spread is surrounded by a border consisting of a repeated 'Hare Krishna' 
chant, and there Is an early hint of the re-use of popular imagery in a collage of 
swimsuit photographs and part of a cinema poster. Most interesting though, is a 
form of comic strip on page ten by Jeff Nuttall called 'Physiodelics'. Nuttall, an 
artist and a long time member of CND was older than many others involved in the 
magazine. He remained somewhat on the periphery of the underground and brought 
a wide range of influences to his work. The strip Is a strange combination of 
elements consisting mainly of a hand written text describing a new world and It 
contains an excretory emphasis reminiscent of the work of Alfred Jarry (See 
illustration 1.8). It also includes a row of collaged adverts, mainly with similar 
content. The strip's eight drawn panels show what at first appears to be an eye 
slowly revealed as the breast on a limbless torso. The overtones of Jarry are 
relevant as the overall effect of the strip is reminiscent of Dada or concrete poetry 
rather than the much more accessible material which appeared later. This is 
certainly very different from the contemporary work which was being done In 
America. By 1967 Robert Crumb had become the major figure in American 
underground comics with the publication of his Zap comics first issue. But it was 
Oz magazine which was probably the apotheosis of underground design. An 
Illuminating diagram In Richard Neville's Playpower shows the way in which 
comic strips became more significant within the British underground (See diagram 
1. A). In an analysis of the content of five major underground publications (four of 
them American) there are many fluctuating concerns reflected. But In the one 
British publication - International Times - there are two major increases in the 
period 1967-1969; - pop music coverage increases over three times, but comic strips 
and cartoons increase over five times. The ways in which these reprints of Crumb. 
Shelton and other American artists affected the style of British underground comic 
drawing will be seen when we examine early British underground comics in more 
detail. Technically 'offset lithography' made a great difference to designers. In 
effect a collage of material could be put together using snippets from other sources 
and handwritten or typeset text. This could then be photographed and a printing 
plate produced. Under the old hot metal system text would have to be set and 
illustrations made in block (either line blocks, or half tone for photographs). This 
effectively separated the illustrative content from the written text of traditional 
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POP MUSIC "5 3'9 10 7'8 4.0 4'9 70 5 2'9 5'0 5'4 31'9 "3 nil 
NEW SOCIETY 
IDEOLOGY 14'7 3'3 4'6 8'3 1'7 31 7'4 1'8 3'6 3'8 5'6 I1"3 '9 8'7 
CINEMA, theatre, books, etc. 8"o 12.9 3'1 3'4 1o"2 6.6 6"o 24 6.8 6.2 7.7 i"6 2.1 7.7 
COMIC STRIPS, cartoons, 
visual satire, etc. 3.3 110 6.8 1"6 1"2 tt"t 2.8 2.6 8.8 z"8 7.9 8.8 215 6.3 
ADVERTISING 22.9 45'5 46'o 373 59'2 378 38'6 51'2 2312 6'oo 39'0 22'9 49.5 11'2 
*Formerly San Francisco Express Times. 
Diagram 1A Richard Neville: Analysis of content of underground magazines 
newspapers. 
It is possible to argue that offset litho actually gave the underground press the major 
part of its impact. Marshal McLuhan, then a popular media guru. wrote in 1967: 
Reminders (relics of the past) - in a world of the PRINTED word - 
efforts to introduce an AUDITORY dimension onto the visual 
organisation of the PAGE - all effect information. RHYTHM. 
inflection, pauses. Until recent years. these EFFECTS were quite 
elaborate - they allowed for all sorts of CHANGES of type faces. 
The NEWSPAPER layout provides more variety of AUDITORY 
effects from typography than the ordinary book page does(37) 
It is as if the underground press was trying to prove McLuhan right. Although 
McLuhan's confused and often contradictory ideas fell out of favour it is certainly 
hard to imagine the meaning of the underground press being clear. or its appeal as 
strong if it had continued to be designed in a traditional manner. 
The initial style of Oawas set by Jon Goodchild and continued by Jim Anderson and 
Richard Adams amongst others, often learning their trade as they went along. 
Oz No. 37 (1971), the post-trial issue, was typical of later Oz designs, although this 
one issue was designed by Pearce Marchbank(38). As if reflecting the schizophrenia 
of the underground itself it can be read either from the front or from the back to the 
centre, when it has to be turned upside down. One half was titled Angry Oz and 
contained articles about police corruption, internment and unemployment. The 
other half consisted of music and theatre reviews, comic strips, a fake exclusive 
interview with Ronald Biggs and news snippets. Both sections used brightly 
coloured images printed under much of the text. In the 'Entertainment' section two 
pages in particular are so heavily underprinted (Music reviews and David Widgery's 
review of Adrian Mitchell's Tyger), that they are extremely difficult to read. 
'Spike'. the news section, demonstrated both this tendency to obscure text with 
images and the eclectic nature of these images (See illustration 1.9). Some, like the 
photography of George Jackson and Robert Crumb's Honeybunch Kominski related 
to the accompanying text, but others like a science fiction pulp cover and 
Frederick's of Hollywood style underwear adverts did not. Their presence affected 
the overall appearance of the page, and the particular kinds of images tend to 
undercut and make more irreverent the content of the news items. No matter how 
serious these items appear to be textually (and they include paragraphs on sedition, 
civil liberties and Charles Manson) their meaning is modified by the page design, 
where they are made to compete with light-hearted, irrelevant imagery. 
The cover of this frivolous half of the magazine was described by Nigel Fountain as: 
An excellently airbrushed Monroe figure with her'skirt up, 
brandishing a vibrator -a new sign of the times - and ajoint(39) 
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The First A 
York Erotic 
Festival (FA 
will surge in 
Guy Fawkes Day, No 
5th and carry on coming 
through till December 17th. 
'Very simply, the FANYEEF 
intends to take erotic films out of 
the hands of the smut peddlers and 
establish them as a valid art form'. 
International film makers, like great 
straight novelists, it is presumed have 
some little kinks they might want to 
parade: the Festival will provide them 
with a forum and a public. 
Created by Ken Gaul, ex- 
managing editor of top (and some 
say only) New York pornzine'Screw' 
end judged by, among others, 'Screw' 
editor Al Goldstein, the festival will 
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Dear Sir, 
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'Satan's Slaves' by 
James Taylor mention- 
ing Charles Monson in connection 
with the Church of Scientology. 
The actual quote is quite wrong 
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one to get the idea that Manson was 
a Seientologist. 
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Angeles Police Department stating 
that Charles Manson was not a 
Seientologist and that the police did 
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during their investigations. 
The New English Library, 
publishers of 'Satan's Slaves' have 
been Defendants in a case brought 
by the Church, and were made to 
pay damages for libel. 
I therefore request on behalf of 
the Church of Scientology that a 
correction be printed in your next 
issue pointing out quite clearly what 
we say. 
If the book 'Satan's Slaves is 
available in any book store, please 
advise me. 
Yours faithfully, 
G B. B. Parselle, 
D/Guardian Legal WW. 
Jim Haynes would like 
to thank all the people 
who have written their 
autobiographies for r7r him and says that he is slowly but surely going 
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convenient and flexible building 
materials: canvas, cardboard, rope 
plastics, wood, panels, and a work- 
shop for their use has been set up. 
For everyone who wants to get 
along to Ibiza for Instant City, it's 
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arrival is sent to the guys who are 
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Ad Hoc Committee for the Instant 
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bring your own sleeping back and 
eatin'irons, 
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1.9 Oz. no. 37 (1971) News Section 
In fact the illustration, by Peter Brookes, is a pastiche in watercolour of a pin-up 
style earlier than Monroe, with mock overprinted 'Popular Book Centre' second 
hand stamps on it. Yet this was also the time when such images were being called 
into question in the underground. This dichotomy of views is represented by David 
Widgery. one of the co-editors of this issue who wrote 
Ink shows how little is left when Ozis shorn of the porn"(40) 
and Tony Elliot, founder of Time Out who said 
An extra 5,000 copies if we put boobs on the cover(41) 
This debate about sexism in underground and alternative material is something 
which will recur throughout this thesis as it is a problem which artists and writers 
have never been able to solve satisfactorily. 
It is difficult to pinpoint the exact time in history when the counter culture that 
became so important to the nineteen sixties began. It certainly has strong 
connections with existentialism and the 'beats' who immediately proceeded it. 
Indeed, many figures, particularly in literature. are common to both movements. 
Authors like Jack Kerouac and William Burroughs and poets like Alan Ginsburg 
became the 'grand old men' of the sixties underground. The important American 
underground newspaper Village Voice started in 1955, and Norman Mailer wrote in 
it a year later. 
I feel the hints, the clues, the whisper of a new time coming. There 
is a universal rebellion in the air... (42) 
Jeff Nuttall in 1969 quite legitimately traced the movement back through various 
revolutionary arts movements and figures of the twentieth and earlier centuries. 
These included Jazz, De Sade, Appollinaire, Baudelaire, Jarry and many others. 
But the key to Nuttall's book lay in its title, Bomb Culture. He wrote: 
No longer could teacher, magistrate, politician, don, or even 
loving parent, guide the young. Their membership of the H-bomb 
society automatically cancelled anything they might have to say 
on questions of right and wrong(43) 
In a sense the key date that draws together later movements could be said to be 6th 
August 1945, when the first atomic bomb was dropped on Hiroshima. After that 
date the stakes had been raised dramatically. 
The idea of "culture" of course, is complicated in itself: Raymond Williams describes 
it as one of the two or three most complicated words in the English language"(44). 
In this context it can be taken as roughly equivalent to Williams's definition of: 
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a particular way of life which expresses certain meanings and 
values not only in art and learning, but also in institutions and 
ordinary behaviour(45) 
This also raises the question of the meaning of 'sub-culture' which is a particularly 
relevant concept in this context. An alternative culture is almost by necessity a 
sub-culture in that it must be at least at its inception, subordinate to the dominant 
culture. Dick Hebdige states that: 
.. the challenge to 
hegemony which subcultures represent is not 
directly issued by them. Rather it is expressed obliquely, in 
style(46) 
Thus the title 'underground' of the late nineteen sixties and early nineteen seventies 
operated on at least two levels: that of direct political challenge (action, protest etc) 
and that of style. It is largely at the latter level at which most comics operate, 
although they may often contain some political statements it is the way in which 
their 'stories are told and drawn which is equally important. 
As we have seen 'selling out' and the takeover of subcultures through commercial 
exploitation by the dominant culture is perhaps inevitable. Hebdige also argues: 
... the creation and diffusion of new styles is inextricably bound 
up with the process of production, publicity and packaging which 
must inevitably lead to the diffusion of the sub-culture's 
subversive power - both mod and punk innovations fed back 
directly into high fashion and mainstream fashion(47) 
1.4 British Underground Comics 
It is also extremely difficult to trace the precise origins of underground comics in 
Britain. Details about what were normally obscure, limited print-run periodicals 
are exceedingly scarce. However it is possible to determine that there were two basic 
and very different strands of material being produced during 1966 and 1967, the 
period when underground comics first appear. On the one hand there were 
exclusively British productions on the verges of the comic form that could loosely 
be described as illustrated poetry. or 'art works'. Works which fit into this category 
are Hilda Hoffman's Rearousing of the Names of 1966 and Jeff Nuttall's My Own 
Mag of 1968. At the same time a number of comics reprinting contemporary 
American underground material began to appear. These included Yarrowstalks in 
1967 and Zap in 1969. The former was probably the first underground comic 
published in Britain, thereby starting a long trend of reprinting American material 
in comic form. It was a tabloid which only lasted two issues, but it did include what 
were probably the first reprints of Robert Crumb's work in Britain. Its editor. Brian 
Zahn also produced Zap, which again lasted two issues. Both were virtually 
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complete reprints of the American Zap, Crumb's first major underground comic. 
Further details about both these early titles are difficult to trace as Zahn 
disappeared shortly afterwards with a large amount of Crumb's original artwork. 
The first major British underground comic, that Is one with a large print run and 
national distribution was Cyclops. It was published in London in July 1970, and it 
was a combination of British and American artwork. It consisted of twenty tabloid 
pages edited by Graham Keen of which thirteen pages were original British material 
and four and a half pages of advertisements. The first Issues also contained the 
work of Vaughn Bode, the American cartoonist, and at least two of the British strips 
owe a heavy debt to American artists. Martin Sharp's untitled strip on page three 
(Illustration 1.11) bears an uncanny resemblance to Victor Moscosco's work in Zap 
No. 2 of 1968 (Illustration 1.10). Equally Bernard Power Canavan's Orcus on page 
four (Illustration 1.13) is similarly indebted to Spain's Trashman (Illustration 
1.12). 
Sharp's work is typical of one strand of work which was appearing at this time, 
which might loosely be called "Surrealist". Some of these strips, like some of 
Sharp's posters, used shapes and forms which appear dream-like as they were 
attempting to refer to hallucogenic drug experiences. Narrative content has been 
reduced to a minimum and the strip, with eclipse-shaped 'balloons' (with no text) 
floating in between and 'behind' panels forms the focus of the page. The strip may 
also be about a questioning of the apparent flat, neutral nature of the borders 
between panels as opposed to the illusionistic nature of the material inside the 
panels. Sharp breaks down the normal rigid barrier between the two, and in effect 
toys with, or satirises, the wide-bound conventions of the ordinary comics. Often 
the artists producing this kind of work were also poster artists, as was the case with 
both Sharp and the American Victor Moscosco. Presumably, the habit of working 
with single images, often with bold direct statements in posters frequently led these 
artists away from complicated verbal, linear narratives when they worked in the 
comic strip form. 
It is equally true that comic artists moving into posters or record covers tended to 
cling to the device of the panel. As well as Martin Sharp who became better known 
for his posters during this period, this first issue also included work by a mainstay 
of early British underground comics, Edward Barker, and cartoonist Raymond 
Lowry. Although the publisher's name and address are different from that of 
International Times, this list of artists and the names of editorial staff indicate 
that Cyclops was connected with the magazine. 
Raymond Lowry, whose work appeared in every issue of the comic, explains its 
background: 
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1.14 Raymond Lowry. True Meat Tales Cyclops, no. 1,1970 
Graham Keen used to work for International Times as a 
photographer. He broke away and started Cyclops himself. I'd 
sent odd pieces in to International Times and they used them. 
They had a big brush with the law and loads of issues were 
confiscated and that's when Graham Keen left. and decided to 
start something on his own. At the time I went down to see him he 
was living in a place that belonged to [Barry] Miles in Lord North 
Street. He was living there and running it from that place(48) 
International Times was regularly featuring comic strips by this time, as we have 
already seen, but this separate venture failed and only lasted four issues. This may 
partially have been due to the preponderance of British strips in Cyclops, which 
were at this time derivative from, or simply inferior to, American strips. 
International Times certainly seems to have mainly reprinted American work, 
and in the final three issues of Cyclops began to reprint Alex Raymond's classic 
science fantasy strip Flash Gordon. 
Another factor in Cyclops' failure may have been its price - three shillings. It could 
have priced itself out of a market- as at this time International Times itself only 
cost 1/6d (for approximately twenty-four pages) a full colour American comic cost 
1/- and and average fiction paperback 3/6d. 
During this period American underground comics strips have a much more assured 
style and quality than their English counterparts. This is partly due to the long 
tradition of sophisticated drawing styles available in American newspaper strips, 
which underground artist were able to draw upon. It may seem Incongruous that the 
ground-breaking artists should look to America's past for their inspiration, but 
many regarded the early twentieth century as an halcyon period as we have already 
seen. 
In contrast English artists seem to be searching for a style applicable to the 
medium. resulting in a wide range from direct imitations of American work, to a 
series of unsure 'homegrown' styles. Reprinted American work also had the benefit 
of including several very accomplished draughtsmen, including Crumb, and Gilbert 
Shelton. It was artists such as these that their British counterparts were heavily 
influenced by. or indeed directly copied. References to. or borrowings from 
traditional English comic drawing styles are rare(49). 
Ironically there is some evidence that with mainstream artists the influence was 
occasionally working in the other direction. There were examples of American 
artists studying the best British comic artists in the nineteen sixties. A very specific 
case where this influence was so marked that it became an example of what artists 
call 'swiping' occurred with Ron Embleton's 1963 'Wrath of the Gods' strip. This 
accomplished serial originally appeared in the British weekly Boys World (See 
illustration 1.15). In 1968 several frames from this story reappeared almost 
unchanged in' Dan Adkins's version of Marvel Comics's 'Doctor Strange' (See 
illustration 1.16). Such copying is widespread and largely accepted in comics, and 
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1.15 Ron Embleton. Wrath of the Gods Boys World, no. 6,1963 
1.16 Dan Adkins. Doctor Strange, no. 169,1968 
1.17 Race for the Moon, no. 11, cover n. d. 
one of these Embleton images appears yet again on a late nineteen sixties British 
reprint of American strips (See illustration 1.18). 
Nevertheless it seems much more common at this period, in both mainstream and 
underground comics, that all types of influence were taken from America. 
Raymond Lowry's work was an exception to this trend in that his influences were 
different: 
I was influenced by Andre Francois, and Ungerer. Tomi Ungerer, 
that kind of loose-limbed style(50) 
Perhaps for this reason his strip "True Meat Tales" is the most accomplished 
British work in the comic. It is a combination of collage and a free pen-drawn style, 
a cruder version of Lowry's later cartoon style (Illustration 1.14). The narrative of 
the first story is a parody adventure in which Melvin Meatlump saves the world 
from Martians and in the process acquires large amounts of drugs. 
When the International Times themselves tried to launch another separate comic 
book in the next year, 1971 they followed the formula of the newspaper itself and 
concentrated much more on American reprints. The comic Nasty Tales was much 
more successful. In its first issues, out of fifty pages of comic strip material, thirty- 
three contain American reprints. By issue five in 1972 only six pages contained 
British strips. The title of the comic was also indicative of the kind of material 
reprinted, and of an intention to shock. Issues No. 1 included Robert Crumb's three 
page Dirty Dog strip, taken from the American Zap Comix No. 3. In this story a 
seedy Goofy style dog figure indulges in explicit (although fantasised) sexual acts. 
Also included was Spain's violent anti-hero Trashman, and in later issues Tom 
Veitch and Greg Iron's harrowing response to the Vietnam War The Legion of 
Charlies' was serialised (Illustration 1.18)(51). 
The success of this formula of controversial reprints, combined with the British 
artists Edward Barker and Chris Welch saw Nasty Tales through to issue number 
seven by 1972. This made it the most successful "British" underground so far, albeit 
with the help of copious amounts of American reprints. 
However, the more explicit American material also brought almost immediate 
problems. The comic was seized and prosecuted under the Obscene Publications Act 
in 1973. As well as the Crumb strip already mentioned, the first issue also finished 
on an explicit full page drawing of an orgy by Crumb. This had been taken, in fact, 
from the centre spread of Crumb's own small size "pornographic" comic Snatch 
No. 1 of 1968. This was one of a number of such productions drawn as a tribute to 
some of America's earliest comics of the 1930s - the pornographic "eight 
pagers"(52). It is important to realise that the attitude to this material was very 
different in many quarters to what it might be today. Part of one of the less explicit 
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1.18 Cover, Nasty Tales, no. 1,1973 
strips from Snatch Comics No. 2 (1969) by S Clay Wilson actually appeared in the 
respected British art magazine Art and Artists(53). Yet distribution of these comics 
was restricted in America and the decision to print such an image in Nasty Tales 
No. 1 was a potentially dangerous one. The trial inevitably centred around the 
difficult legal definition of obscenity: 
For the purposes of this act an article shall be deemed to be 
obscene if its effect, if taken as a whole, such as to tend to deprave 
and corrupt persons who are likely to read, see or hear the matter 
contained and embodied in it(54) 
It is obviously necessary in the first instance to define the terms "depravity" and 
"corruption" both of which are immensely complicated in their own right. 
Unfortunately this definition of obscenity had always proved almost impossible to 
interpret with any consistency as earlier trials such as those for Lady Chatterley's 
Lover (1960) or Oz (1971) had shown. Oz itself had come to trial for its infamous 
"Schoolkids Issue". Tony Palmer commented on the judge's summing up in the Oz 
trial: 
One couldn't help feeling that those dictionary definitions 
somehow begged the central question: according to what 
standards did one assume something to be morally bad? And 
which morals? And why? (55) 
Palmer also quoted this section of the judge's statement: 
What. therefore, is the test for obscenity? An article shall be 
deemed to be obscene if taken as a whole, persons shall be 
corrupted or depraved by it if they see it. hear it or read it. In 
other words, according to the judge, something was obscene if it 
depraved. And if it depraved, then it was obscene. Very 
circular(56) 
Expert witnesses for the defence of Nasty Tales Included George Perry, who 
commented in evidence; 
Comics are a form of visual journalism, they express the 
thoughts, fears, feelings of the young generation who are not 
satisfied with things as they are. Robert Crumb is the most 
interesting artist to emerge from the underground, and this is 
Rabelasian satire of a very high order. He is using coarseness 
quite deliberately. I can remember cartoons in Film Fun and 
Dandy about burglars which in no way suggested that a child 
become one(57) 
There was a strong feeling amongst the defendants that the prosecution related 
more to their general beliefs than any specific material in the comic. This feeling 
was reinforced by the 'Men's magazines' sold alongside the comic which escaped 
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any prosecution. 
After a nine day trial Nasty Tales No. 1 and its staff were found not guilty. The 
Times appeared to suggest that this verdict may not have been wholly fair when it 
reported: 
After the verdicts had been announced a juror with shoulder 
length hair hugged two of the defendants outside the court(58) 
Certainly there had been events at the trial which had reinforced the belief that the 
defendants would be found guilty. just as their counterparts at Oz had been two 
years earlier. During his summing up Judge King Hamilton said: 
The jury might have been surprised that anyone had come 
forward to say that anything in the comic had either literary or 
artistic merit. But there you are. The world is full of surprises 
and it happened(59) 
This, and other comments brought gasps from the public gallery, which contained 
friends and supporters of the comic. However, for whatever reasons. the defendants 
were acquitted, although they were later refused costs, a financial burden which 
they could ill afford. There is always the danger when a small organisation is taken 
to court that it will be the loser, whatever the verdict. unless it receives costs. 
However It is in some ways strange that Nasty Tales was acquitted. It could make 
few of the appeals to the freedoms of 'art' which were made at the Lady Chatterley's 
Lover trial, although George Perry's evidence was in a way an attempt to do this. 
A fascinating insight into what actually went on in the jury room was given in Oz a 
short time later. An unnamed juror (presumably the one described in The Times as 
"hugging two of the defendants") gave an interview to Jerome Burn. Although this 
reveals that the jury room proceedings were hardly Twelve Angry Men, it also 
shows that the comic was lucky not to be found guilty. The jury was deeply split: 
... We had five guilties and three not guilties and four waverers. The four waverers were listening to the arguments and were quite 
open. Obviously regardless of the evidence the others would have 
stuck to their positions(60) 
And in the final analysis the not guilty verdict was arrived at because: 
... one guy wanted to get home so he changed his mind because the 
reality of it interfering with his private life was too much(61) 
The anonymous juror also felt that the defence had not helped their case: 
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The major thing I wanted to say to the defendants was, 'You're 
arguing Nasty Tales is in the public good - that's irrelevant because they [the jury] think it's just a comic(62) 
Even more revealing was the actual opinion of the juror himself. who was the 
comic's most staunch defender in the jury room: 
... another stood up and throwing it down said, 'Man, what kid has got 20p these days? That's rubbish, I don't know why we're here. 
I thought it was rubbish too, just childish rubbish, sexual 
drawings ... (63) 
So in fact Nasty Tales was acquitted because one juror wanted to get home and even 
its most staunch supporter in the jury room thought it was "rubbish". 
An interesting side light on this is the extent to which comics were still held in low 
esteem by many in the underground. Although defending their right to publish, the 
juror in the Nasty Tales trial though the comic was "rubbish". Nigel Fountain, in 
discussing the genesis of Cozmic Comics says that the underground: 
... liked comics, even if it didn't seem to want papers with words 
anymore(64) 
Here is the classic English attack on comics, in fact. The word is intrinsically 
better than the image; the latter is trivial, particularly in comic form. This view 
reflects Frederic Wertham's attack on comics as a form of illiteracy; strong images, 
and comics in particular are perceived as dangerous(65). 
It is possible to understand why those 'members' of the underground who held 
strong political beliefs would feel like this, given that comics could be viewed as a 
distraction from any political alms and ideals they might have. Unfortunately the 
underground was very diverse as Richard Neville pointed out: 
The Underground does not agree. Nor do its members accept the 
other axiom of the old New Left that repressive institutions can 
only be exterminated by immense 'sacrifice. dedication and 
responsibility'. It is this opposing instinct within the Movement 
which causes so much conflict-The Prankster versus the 
Politicos(66) 
Yet despite the powerful imagery which its comics gave to the underground they 
remain marginalised and unconsidered. In the underground guide Alternative 
London, compiled by Nicholas Saunders, for instance, there is not a single reference 
to comics in its 253 pages(67). 
The Nasty Tales trial also contributed to a sense of unease, amongst the 
underground community. who felt that they might be raided or prosecuted at any 
time. The matter of costs also proved to be critical in one more special Issue. It was 
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this final issue, growing out of censorship controversy that became. ironically, one 
of the first outstanding all-British underground comics. It was The Trials of Nasty 
Tales. 
During the period between the publishing of the first issue and the end of the trial 
Nasty Tales had published six further issues, continuing in the same vein. The 
Trials of Nasty Tales mainly used excerpts from the trial transcript itself. The 32 
page comic was drawn by a string of fourteen guest artists, all giving their services 
free. Although this format was potentially a disruptive one it led, in fact, to a lively. 
if episodic comic which laid out the issues and evidence clearly, but with humour. 
The greatly varying styles of artists like Edward Barker and Dave Gibbons did not 
make the overall effect disjointed, and the continued return to the actual record of 
the trial held the whole issue together. 
Having said that this special issue of Nasty Tales represented an outstanding all- 
British achievement it must also be admitted that the general influence of 
American styles remains strong. The two pages drawn by Dave Gibbons display his 
confident style which relates very closely to mainstream American comic drawing, 
and interestingly one frame is blown up as the major image on the cover of the 
comic (Illustration 1.19). Even Edward Barker's pages show this influence as he 
portrays Mick Farren as a cigar-chomping crow. very much In the style of the black 
crows of Disney animated cartoons. 
Finally. In a defiant gesture the final two pages reprint a double page spread of the 
explicit orgy scene drawn by Robert Crumb (68). 
The increasing interest in underground comics in Britain in the early, 1970s Is 
reflected in the fact that a second major series of comics was launched concurrently 
with Nasty Tales. Cozmic Comics produced by H Bunch, the publishers of Oz, began 
in 1972. They became the longest running, best distributed and probably best 
known underground comics of the 1970s. Like Nasty Tales their initial success was 
based on a policy of American reprints, but gradually they experimented with a 
policy of mixing English material with American, using their artists from Oz, and 
attempting to turn some of them into 'stars' on the American model: Nigel 
Fountain explained the genesis of the comics, which were given added impetus by 
the demise of Oz itself: 
... 31 October 1973 marked the end of the magazine. [Felix] Dennis 
and his production manager, Dick Pountaine had to find other 
avenues for their talents. Some were available. Kids liked 
comics. The underground supposedly liked comics, even if it 
didn't seem to want papers with words anymore. So Cosmic 
Comix (sic) poured out of Bunch's oilices. But no big money came 
back in return. Some issues were innovative; some specials were, 
thought their producers - which included [Richard] Adams - 
spectacularly good. But the money was thin on the ground(69) 
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1.19 Dave Gibbons. Cover, The Trials of Nasty Tales, 1973 
This is one of very few references to comics in Fountain's otherwise informative 
Underground, which displays little interest in comics or design as a whole. Cozmic 
is here misspelt as Cosmic, and elsewhere Robert Crumb is called Richard Crumb. 
Cozmic Comics basically divided into three types of comic. The first two issues 
followed the Nasty Tales format - an anthology using mainly American material, 
as did issues four and five. Issue three, however, featured the work of a single 
British artist "Captain Stelling" (Mike Weller) and was subtitled The Firm 
(Illustration 1.20). The results was described by Mal Burns as: 
... a landmark in British alternative graphic publishing. Bearing the title The Firm for the first time in a relatively professional 
medium, we were treated to an entire book by one artist, Mike 
Weller. The said artist was British and although the art was not 
extremely commercial in style, it distinctly reflected the feelings 
of an observer of British' working class' culture(70) 
Although not as popular as their anthology issues with American material this 
issue did lead on to a series of comics featuring the work of one British artists, 
including Edward Barker (Edward's Heave Comics, 1973) and Joe Petagno (It's Only 
Rock & Roll Comix, 1975). 
The Cozmic Comics advert from the inside back cover of View From the Void(1973) 
(Illustration) reveals that of the nine back issues of comics available at that date 
only four have covers by British artists. The Firm and Edward's Heave Comics use 
the individual artists from those issues, Cozmic Comics No. 4 is by Wyndham Raine 
and The Trials of Nasty Tales is by Dave Gibbons. As the selling point of the comics 
these covers reveal the preference for American ' artwork to the point where issue 
five of Cozmic Comics has a cover which is an enlarged version of a single frame by 
Greg Irons which appears inside the comic. Even the Cozmic Comix symbol, set on 
a stamp, was Robert Crumb's Honeybunch Kominsky until 1973. 
From 1973 onwards the words Cozmic Comics largely became a series title so that 
there were individual titles (eg. Zip Comics No. 1 1973, View From the Void, 1973) 
with the Cozmic Comics as a logo on their cover, with the publisher listed inside as 
H Bunch Associates Ltd (See Appendix A and Illustration 1.20). In content these 
comics are largely indistinguishable from the earlier Cozmic Comics, except that 
there is an increasing use of British stories. The total output of Cozmic Comics was 
as follows: 
TITLE 
1972 Cozmic Comics 1 
Cozmic Comics 2 
Cozmic Comics 3 
Cozmic Comics 4 
Cozmic Comics 5 
CONTENTS 
Anthology including US material 
Anthology Including US material 
Single British Artist 
Anthology including US material 
Anthology including US material 
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1.20 Advert for Cozmic Comics from View from the Void, 1973 
TITLE CONTENTS 
1973 Edward's Heave Comics 
Half Assed Funnies 
Ogoth and Ugly Boot 
Rock W Roll Madness 
No. 1 
Sin City 
Tales From the Void 
Zip Comics 
1974 Animal Weirdness 
BUon Funnies 
Cosmic Comics No. 6 
Dope Fiend Funnies 
Rock h' Roll Madness 
No. 2 
Tales From the Fridge 
1975 It's Only Rock 'n' Roll 
Comix 
Serious Comics 
Single British Artist 
Anthology including US material 
Single British Artist 
Anthology of British material (US cover) 
Anthology of British material (US cover) 
Anthology of British material (US cover) 
Anthology of British material (US cover) 
Anthology of British material 
Anthology reprint of US material 
Anthology of British material 
Anthology of British material 
Anthology of British material (US cover) 
Reprint of US material 
Single British Artist 
Single British Artist 
H Bunch also co-published the Trials of Nasty Tales with Bloom Publications in 
1973 (with all British artists). 
Despite this continuing American influence Cozmic Comics. managed to establish 
an identity to the extent that many people remember them as the British 
underground comics, along with, perhaps, Nasty Tales. Although some impressive 
American material was reprinted (for example Roger Brand's 'Evil was Half the 
Bargain', and Jay Kinney's 'Armed Love' from Young Lust No. 2 (1971) In Cozmic 
Comics No. 4 much of Crumb's work, including B(Jon Funnies No. 6. which also 
includes the work of Jay Lynch, Skip Williamson and Justin Green) -a series of 
accomplished British artists was also used. Edward Barker, whose work had also 
appeared in Cyclops and Nasty Tales frequently appeared. 
Other artists searched for various sources of inspiration, some of it yet again 
American. One of the more successful artists was Malcolm Livingstone, whose 
'Funny Animals" appeared in several Cozmic Comics, Nasty Tales, Dope Fiend 
Funnies, Rock 'n' Roll Madness and Animal Weirdness amongst others. His debt to 
Robert Crumb is shown in illustrations 1.21 and 1.22 which compares the opening 
panels of Crumbs' Dirty Dog (reprinted in Nasty Tales No. 1.1971) and Livingstone's 
'Humpty Dumpty and the Movement' in Animal Weirdness (1974),. Although the 
main figures and street scene show Crumb's influence, Livingstone was able to 
develop a distinctive, lighter drawing style. Livingstone's 'Lil 'Red Rider' from 
Cozmic Comics No. 5 (1973) is typical of his work (See illustration 1.23). 
There is further evidence of American influence in the final frame where mutt, 
from Mutt and Jeff, an American newspaper strip appears, and indeed the whole 
premise of a sexual Red Riding Hood is reminiscent of Tex Avery's cartoon versions 
of the story. The simple plot of the strip is typical of one type of story which appears 
in Cozmic Comics at this time... It is a basic reversal of expectations, in this case 
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1.22 Malcolm Livingstone. Humpty Dumpty and the Movement, 
Animal Wierdness, 1974 
1.21 Robert Crumb. Dirty Dog, Nasty Tales, no. 1,1971 
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1.23 Malcolm Livingstone. L'il Red Rider 
with a sexually adventurous 'Red' added to the basic fairy tale, although like the Tex 
Avery cartoons it is arguably only using elements which are present in the original 
story(71). This kind of comic strip has little or no direct political content, but is 
'underground' only in the sense that it reverses expectations. At this stage the use of 
explicit sex, and to a lesser extent violence was still unusual enough to mark out a 
strip as 'underground'. 
Some other artists who developed a distinctive style looked for their inspiration to 
other sources. Martin Sudden's 'Blathers and_Duf which appears in Cozmic 
Comix Nos. 4 and 5 shows the influence of Aubrey Beardsley (See illustration 1.24). 
The two page spread from Cozmic Comics No. 5 is a Beardsleyesque party scene 
which includes likenesses of several personalities including Edward Heath (then 
Prime Minister) and John Lennon. 
Perhaps the obvious solution to the problem of drawing style was to look back and 
adapt traditional British comic drawing styles. One artist who did this was 
probably the most accomplished British artists to. work regularly for Cozmic 
Comics: William Rankin, who also used the pseudonym Wyndham Raine'. Rankin. 
who went on to work for Time Out , developed a unique style based vaguely on 
traditional British comic idiom established as early as the 1890s by Tom Browne. 
In a sense he took and reinterpreted this style rather in the way that Robert Crumb 
more directly re-used a traditional American newspaper strip style. But in 
Rankin's case the changes he makes seem to put his drawing under a kind of 
tension. Even his lettering, which is also distinctive, seems bent under pressure. If 
the original model for this drawing style is examined, for example in Radio Fun's 
'Issy Bonn and the Finkelffefer Family' from 1951 it can be seen that the basic 
effect is a neat, comfortable cartoon (See illustrations 1.25 and 1.26). But in 
Rankin's version 'The Sunshine Kids' from Zip Comics ' No. 1 (1973) the style has 
become more angular and the 'slapstick' humour has become genuinely violent. His 
style then grew more extreme and distinctive. 
Rankin's stories are also full of arcane references and multiple levels. In Dope 
Fiend Funnies (1974) he produced a story called P. R. B. about 'dope fiend' painter 
Dante Gabriel Rosetti. It starts at the 1848 Royal Academy Summer Exhibition and 
is constructed with frequent references to Pre-Raphaelite imagery and specific 
verbal quotes. On page two for example. Ford Madox Brown appears, (taken from 
his own painting 'The Last of England)' set first against a silhouette of revellers at 
the Royal Academy Exhibition, then against a silhouette of mounted soldiers 
attacking civilians in the year of revolutions' (See illustration 1.27): Amongst 
others Ruskin, Millais, Hunt and Rosetti himself also appear combined with jokes 
about paintings ('The Last of England' leads to sea-sickness), and the use of 
anecdotes (the candles under Elizabeth Siddal's bath for Millais's . 'Ophelia'. The 
later part of the story charts Millais's rise to prominence and Rosetti's physical 
decline, hastened by his addiction to chloral. 
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1.25 Issy Bonn and the Finkelfeffer Family, Radio Fun, no. 652, . 
1951 
., 
ý. 
ou! 
1.26 William Rankin. The Sunshine Kids, Zip 
comics no. 1,1973 
1.24 Martin Sudden. Blathers 'and Duff, Cozmic Comics no. 5,1973 
1.27 William Rankin. P. R. B. Dope Fiend Funnies, 1974 
With the demise of Cozmic Comics in 1975 there were several years without a widely 
distributed British underground comic. Indeed it was not until 1980 that any 
project on such an ambitious scale was attempted in this country. This interim 
period was distinguished by several major publications, however. as well as the 
usual series of low distribution, one-off Items. In 1976 there were five issues of 
reprints of American Gilbert Shelton's Fabulous Furry Freak Brothers,. These 
characters represent the underground's most successful strip, certainly in terms of 
longevity, commencing in 1967 and still being published as this is being written in 
1989. These comics were all published by Hassle Free Press, whose later 
publications will be discussed in Chapter Two. European interest in comics and 
their creators has been more widespread than American or British for some time, 
and in fact led Shelton to move to France. 
The Birmingham Arts Lab. began producing comics in 1972. Their first comic was 
Large Cow Comtx No. 1, which introduced the work of Britain's most important 
underground comic artist. Hunt Emerson(72). They also became Britain's longest 
surviving underground comic publisher (up to that date) by the time of their demise 
in 1979. Hunt Emerson formed the comic section of the Birmingham Arts Lab Press 
after leaving Birmingham Art college. He had left the Fine Art course there after 
only a year. not finding it to his liking. although he later regarded that as a mistake 
believing "... leaving was a very negative decision". His first published work in fact 
appeared in a small circulation underground comic produced at the college by a 
fellow student. Dick Burns(73). After working for a time as the print shop designer 
in the Arts Lab, Hunt Emerson decided to combine his interest in comics with the 
advantages of his position there. In fact the comics produced there were 
unknowingly Arts Council supported. Hunt Emerson explains: 
We were supposed to run this press as a business at the Arts Lab. 
We were feeding the press with comics, basically because we 
wanted to do comics, but of course it was cannibalistic. We were 
pushing the product in, doing the turnover, it comes out the other 
end, and we were supposed to sell it as well. But of course they 
never sold just the usual -I think the maximum we ever sold was 
2,000(74) 
Because of the pressure to keep the Arts Lab Press busy, and to keep their product at 
a seemingly reasonable retail price. print runs were often much larger. Committed 
Comix of 1977, for example had a cheap cover price of 30p due tö its 10,000 print 
run, but again only around 2,000 copies were sold. The reasons for this lack of sales 
are difficult to prove. On the one hand it may be that this was because this 
represented the total potential market and thus saturation point had been reached. 
On the other hand it is more likely that the comics were not coming to the attention 
of some potential buyers. Emerson is quite categorical about the failings of this side 
of the business: 
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We weren't into distribution. We were into producing the things. 
We were hopeless - we were involved with a distribution co-op 
towards the end of our existence... and we had a lot of problems 
there because they didn't like what we did, basically. We never got 
the distribution together at all(75) 
These distribution problems were particularly galling as Emerson had begun to 
develop into a most accomplished cartoonist. Strips like his adaption of Walter de 
la Mere's Jim Jay in Street Comix No. 2 (1976) retain something of the influence of 
George Herriman's Krazy Kat . particularly in its backgrounds, but also display a 
distinctive and assured drawing style (See illustration 1.28). In 1980 Emerson 
combined with Rip-Off Press to produce Thunderdogs, the only American produced 
comic to feature exclusively the work of an English underground artist. 
The Thunderdogs comic is a parody of war/adventure comics, executed in 
Emerson's mature, confident style. The overtones of American comic artist's work, 
in particular Wally Wood and George Herriman, make Emerson's drawing style 
easily acceptable to an American audience. Parts of the humour are broad - for 
example at the mention of the words "Thunderdogs" the troops chant "Bow-wow- 
wow" to the annoyance of their leader Major Mongrel. This joke itself is also 
reminiscent of Mad's parody of "Dragnet": 'Dragged Nett in which the title music of 
the show haunts its characters at every available opportunity (See illustrations 1.29 
and 1.30). Other parts of the comic are more sophisticated: at one point Major 
Mongrel climbs through a hole and finds himself at the back of a page. The comic is 
held up by a canvas-covered wooden frame in an echo of Emerson's 'fine art' 
background (See illustration 1.31). Elsewhere, in a kind of Surrealist mayhem 
characters (seen from above) walk over the flat strip and in a final battle the pages 
of the strip are destroyed, allowing characters to escape into the 'real' world. Only 
macho Mongrel is left trapped in two dimensions, appearing in a newspaper strip 
"churned out by hacks". 
The shortfall in sales, and the subsequent loss being made on each comic was in fact 
subsidised by the Arts Council through their financial support for the Birmingham 
Arts Lab. But even this was not enough to ensure the continuation of comic 
production. Emerson explains: 
In 77 we were overtaken by the punk thing. Before that we were 
trying to produce magazines in the French style. We'd seen Metal 
Hurlant and things and quality was what we were looking for. 
quality in artwork, quality in production that was Important to 
us. And of course punk just upended all that, and we found that 
all the things that we'd been struggling for, for three or four years, 
were suddenly negated. People weren't taking them seriously 
anymore, or didn't think they were important - that hurt us quite 
a lot really. But at the same time although we were after that 
quality, we didn't have it, because we didn't have the equipment, 
the machinery, the money, the whole organisation. We were 
basically a small press(76) 
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1.29 Bill Elder, Dragged Net, The Mad Reader, 1954 
1.30 Hunt Emerson, Thunderdogs, 1981 
1.31 Hunt Emerson, Thunderdogs, 1981 
Probably the last major underground comic to appear in Britain was Brainstorm 
Comix, largely featuring the work of artist/writer Bryan Talbot (See illustration 
1.32). Brainstorm was published by Lee Harris. a wholesaler and publisher of the 
drug orientated magazine Home Grown. Bryan Talbot describes the origins of the 
comic: 
I had met Lee sometime earlier at Cozmic Comics and he said if 
you ever produce a comic I'd like to print it in the back of my 
catalogue. After that I went to college, and then I was unemployed 
- nobody wanted graphic designers without , experience. Eventually I thought I'll do this comic for Lee and see if he still 
wants to print it. It took about five months and then I took it 
down to him at his flat. This was about two years later by now. I 
said 'Do you remember when you said if I ever did a comic you'd 
publish it? ' And he said 'No'. 
Anyway he sat down and read it, and didn't say anything for an 
hour, then he put the past page down and said 'Right let's go and 
find a printer(77) 
The comic remains 'underground' because of Bryan Talbot's story which dominated 
the early issues: Chester P Hackenbush, the Psychedelic Alchemist. Hackenbush 
(named after Groucho Marx's character in A Day at the Races) starts his adventures 
by taking an "experimental hallucogenic". 
But in retrospect Brainstorm appears to be, part of the death throes, of the 
underground movement. Oz stopped publishing with Issue. 48 in 1973, and that 
same year saw the demise of the Birmingham Street Press, Nasty Tales. Fapto and 
Roots. International Times stopped in 1973 and after two brief attempts at a 
revival finally became defunct in 1975. 
1973 certainly seems to be a key year and it is tempting to look at the wider frame of 
world history for potential reasons. For example, in January 1973 the United 
States and Vietnam signed the ceasefire agreement that effectively ended the 
Vietnam War, at least for the former country. The reason for innumerable anti-war 
demonstrations from Grosvenor Square to Kent State University was thus removed. 
By August 1974 President Nixon himself had resigned over the Watergate Affair. It 
may be over simplistic to relate these events to the death of the underground. But we 
have already seen that the 'underground' in so far as it existed at all, was hardly 
cohesive - indeed ' it can almost be seen as a fragile alliance, almost waiting to 
explode. And of course the best way to hold together a diverse group is with a threat 
from outside. Within two years the two great enemies of the American underground 
(and thus to an extent the international underground) had disappeared. Another 
reason for the decline of the underground around this period was the effect of the 
drugs which had been so central to the movement. Initially drugs had seemed to 
offer limitless possibilities. Singer CP Lee, a former It street seller explained: 
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1.32 Bryan Talbot. Brainstorm Comix, No. 1, Cover 
Drugs was the main thing that was drawing these people together. 
Its very hard for people to understand now. Music was certainly a 
very strong part of it. But the development of a lifestyle was most 
important, that's why we had to get hold of copies of It and 
disseminate the information. And the principal reason behind 
that was psychedelic drugs. It was part of a missionary zeal to 
spread the doctrine of "tune in, turn on and drop out"(78) 
But in the late nineteen sixties and early seventies attitudes changed. Publisher Ed 
Victor said: 
It's remarkable how many people never made it out of the 60s. A 
lot of casualties(79) 
Novelist Chris Rowley blamed methadrine in particular: 
A lot of people died, and that began happening in '68 ... Methadrine had this effect on people. They killed themselves, they went into 
Scientology..... (80) 
Obviously some publications continued, both on a national and regional basis, but 
the larger market which seemed able to support more major publications seems to 
have gone by 1973. Apart from these few exceptions the material produced from 
1974 onwards is largely innocuous, less political, and not really `underground' at 
all. 
35 
NOTES 
The underground press of the nineteen sixties has some elements in 
common with the dissident press of the earlier centuries. Indeed the 1968 
journal Black Dwarf, took its name from the Chartist Black Dwarf of the 
1840s 
2 This is not simply an historical phenomenon, for example cartoonist Nail 
Salim Al-All was shot in London in 1987 after producing a cartoon 
satirising Yasser Arafat's girlfriend 
3 Davidson, Steef, The Penguin Book of Political Comics, 1982, p. 7 
4 Some of these British characters were reprinted in 1972 in Six Comics of 
World War One(Great Newspapers Reprinted Special No. 2) by Peter Way Ltd. 
They are also many American characters in the same vein, such as Happy 
Hooligan 
5 Obviously the precise dates of the 'cold war' are open to some debate. Some 
might argue that it still continues. or ended with the destruction of the 
Berlin Wall. However there is a marked relaxation of tension before the 
Vietnam War ends, as protest in America makes inroads into national will 
and assumptions, and the excesses of nineteen fifties and sixties propaganda 
begin to wane 
6 Atom Age Combat, St John : 1952, World War III, Ace: 1953 
7 Fightin' Air Force, No. 4 1, Charlton (1963). for example contains a one page 
strip 'Strength of a Nation' extolling "freedom and the American way of life" 
8 'A Vampire is Born' (written by Stan Lee) in Menace. Atlas Comics, Vol. 1 
No. 4, June 1953 
9 These often strange anti-communist superhero stories have been analysed 
by David Dunn in Cultural Stereotyping and Representation of the Vietnam 
War in Marvel, D. C. and Power Comics, which was given as a paper at the 
conference Vietnam and the West. University of Wales, 1987. A typical 
Charlton story is analysed in my own 'Naked Aggression: American Comic 
Books and the Vietnam War' in Tell Me Lies About Vietnam, (Ed. Louvre and 
Walsh), OUP. 1988 
10 Barker, Martin, Comics: Ideology, Power and the Critics, Manchester, MUP. 
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CHAPTER TWO : ALTERNATIVE COMICS 
2.1 The Development of Alternative Comics 
If the 'underground' may be said to be concerned with politics, drugs and outrage 
(not necessarily in that order) then the 'alternative' is effectively concerned with 
whatever is left over, yet is still not mainstream. In wider terms this may 
encompass almost any 'non-standard' belief of its period - from vegetarianism to 
the flat earth society. Of course such beliefs may lose their alternative standing as 
and when they gain a wide enough credence. 'Environmentalism' as a whole is a 
classic example of a formerly alternative credo which has entered (however 
inadequately) into mainstream politics. 
However in terms of comics, following on from the initial definitions made at the 
start of this thesis, 'alternative' is broadly equivalent to 'adult' in Britain during the 
period under consideration. In practice this covers a range of material from 
borderline 'undergrounds' where there may be serious political intent but little else, 
to virtual mainstream material, distinguished only by one characteristic: perhaps 
sexual content, or even method of distribution. Once again, in the course of this 
chapter the 'grey areas' involved in these kinds of definitions will be discussed as 
and when they arise. 
The first 'alternative' newspaper, like the first 'underground' newspaper or the 
origins of the underground itself is almost impossible to locate. Poetry magazines 
like New Departures (begun in 1959), political papers like Peace News (begun in 
1936) predate the underground movement as it Is usually defined, yet they echo 
many of its concerns and beliefs. Private Eye was first published In 1961 and it too 
can in some ways be regarded as a precursor of alternative magazines and 
newspapers(1). But Private Eye was never genuinely an underground or even 
alternative publication for a number of reasons. It was essentially the product of 
Oxford and did not really subscribe to the 'classless society' which was the ideal of 
the underground. It also never embraced the politics of the underground or its 
interest in drugs or 'Flower Power'. Indeed its relations with the underground were 
strained at times. According to Nigel Fountain, between Private Eye and Oz 
... there was to be no real rapport - with Peter Cook allegedly burning the first Oz in a Soho pub... (2) 
Private Eye was anti-establishment for the sake of being anti-establishment. Had 
the Hippies come to power they would have been as scathing about them (if not more 
so) than they were about Harold MacMillan and his government. 
But since its first issue in 1962 it had been a repository for what could be called 
alternative comics. The early issues contained satirical strips by William Rushton, 
and later issues featured political strips by John Kent and Bill Tidy's The Cloggies'. 
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Some of the former strips could almost have appeared in the mainstream press, but 
Private Eye's most outrageous and probably most famous comic strip could not: 
Barry Humphries' 'Barry McKenzie'. This story of an expatriate Australian in 
London was drawn by Nicholas Garland and described on the cover of a 1988 
anthology as "Not so much a legendary strip more a resonant social history per se". 
The strip with its real and imagined Australian slang, extensive and normally 
scatalogical (for example "point Percy at the porcelain, syphon the python, shake 
hands with the unemployed, aim Archie at the Armitage") can hardly be imagined 
in a genuinely 'respectable' journal. But it ended Its run in Private Eye due to 
censorship, when Richard Ingrams wrote to Barry Humphries: 
What I have done is remove the offending instalment...! do think 
there has been a tendency to go over the top in recent episodes(3) 
The episode in question included the usual smattering of slang with the addition of 
nudity and lesbianism (See illustration 2.1). Although these three elements had 
appeared before their combination in this way proved too much for Ingrams, 
underlining the distance between Private Eye and a true underground publication. 
Although the production of underground comics was beginning to wane this period 
also saw a corresponding increase in the number of alternative, or adult comics. 
Probably the most ambitious of these was Dennis Gifford's Ally Sloper. It was 
launched in 1976, and took its name from one of the first ever British comic 
characters, who had originally appeared in 1867. This historical connection was 
unsurprising as Gifford is the foremost comic historian in Britain, and owner of an 
extensive collection which even includes items not held in the British Library. 
Gifford took this opportunity to reprint early British artists such as Brian White, J 
F Horrabin, Roland Davies, and new work by established artists like Frank 
Hampson, and Frank Bellamy. But Ally Sloper which subtitled itself The First 
British Comic Magazine, also included a wide range of material, as described by 
Gifford in the editorial of the first issue: 
This new magazine is of Today and Tomorrow as well as 
Yesterday, and although the Sunday Times dubbed me 'Custodian 
of the Nation's Nostalgia' it isn't just the 'Happy Days' of our 
comic yesterdays that we are about(4) 
Thus the work of Hunt Emerson, Malcolm Poynter. JH Szostek and other 
'alternative' material also appeared in the magazine. - Given this breadth of 
material Ally Sloper should have appealed to a great many comic fans, but in fact it 
only lasted for four issues even though it was reasonably priced at 20p and had wide 
distribution. Its failure may have been due to the fact that its contents were too 
disparate to really satisfy any of its potential readers. Its cover used quite crude, 
flat solid colours which may have discouraged casual readers, but whatever the 
reason for its failure to sell it was not a lack of distributiön. 
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More obviously 'alternative' material appeared in 1978 in Mal Burns' Graphixus 
magazine. Burns also formed Media and Graphic Creations, an artists agency 
which concentrated on comic artists, although Bums also placed artwork for badge, 
poster and card designs. The Media and Graphic Creations contract outlines the 
rates of pay for artists - 75p per page per one thousand copies sold for black and 
white artwork, and £1.25 per thousand copies for colour artwork in Graphtxus . 
Burns was also responsible for publishing Comix Index in 1977, the only basic 
guide to British alternative comics so far produced. He was also a comic collector 
and enthusiast, whose interests were wide-ranging, as he wrote in 1979: 
Contrary to your impression. IPC and similar are not outside my 
interest. I know the staff of 2000AD and Tornado (its new 
companion) rather well -I nearly ended up working for them 
once! My opinion in this regard is that most of the mainstream 
companies are a 'cop-out' and want to see alternatives. However. 
they do pay a living of sorts even if it is hack work ... (5 ) 
Graphixus itself reflected Burns's enthusiasm for alternative comics, and his 
agency work and contracts meant that he was able to include a wide range of 
newcomers and established artists, including Brian Bolland, Angus McKie, Gary 
Leach, Hunt Emerson and JH Szostek. 
The comic also developed several regular news columns. including Burns' own 
review of British alternative comics, 'Graphic Eye'. Clay Geerdes reviews of 
American undergrounds. 'Comix World', and 'Newsline', a survey of mainstream 
comics by Richard Burton, as well as interviews with various artists, including 
Moeblus and Will Eisner. 
The covers of many issues featured impressive work by Bolland and Leach. Also 
included was some of Bolland's early unpublished work, including his character 
'Little Nympho'. a parody of Winsor McCay's 'Little Nemo'. Some of the earliest of 
these and Bolland's Wesker's World' from Issue No. 5 were in a style much cruder 
than Bolland's contemporary drawing style, and show the development he had 
made during the Seventies. The single page strip on the back of Issue No. 3 is 
probably the most impressive of these stories (See illustration 2.2 ). Drawn in 1973, 
it shows the beginnings of Bolland's much admired hard edged, precise drawing 
style. In this particular episode a self-portrait of Bolland explains his theoretical 
reasoning behind the setting of the strip: 
Since the story is set in Slumberland which is a complete fantasy 
world where anything can happen I have free range in which'to 
experiment with reality and non-reality... "(6) 
He also claims, tongue in cheek, that the strip is not sexually orientated at the same 
time as he is being accosted by his own creation. This freedom to directly address 
the audience in this way and to cross the boundary normally separating 'actual' 
artist and imaginary creation is something that was lacking in the more 
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commercial work that Bolland was able to undertake at this time. Thus Bolland's 
work for Graphixus is not only alternative, or adult, in its sexual subject matter, but 
also in its challenge to the assumptions which underlie traditional comic formats. 
Despite its potential Graphixus only lasted five issues. Burn's editorial in Issue. 
No. 4 explained some of the problems: 
Greetings all humans and welcome to a somewhat delayed issue 
four.. . the fact that you are presently holding it is proof of our limited success. 
Success? If not for America and Europe we would not be here 
now. Wake up Britainl Support your home-grown produce! (7) 
If Burns with all his expertise was having such difficulty in surviving it left little 
hope for any other projects of a similar type at this time. The comic may also have 
been hampered by the fact that despite the work of Bolland, Emerson, Szostek and 
others there were often many stories in each issue where the drawing was much less 
proficient, yet because of short print runs the cover price rose from 60p to 75p. The 
final demise of the comic was shrouded in some confusion and controversy. Burns 
declined to go into details but explained that it was the collapse of his American 
distribution and a large amount of money owed to him that meant the comic had to 
cease publication. 
The end of GraphLcus in 1978 left Angus McKie's story The Rulers of Our Dreams' 
unfinished. McKie has worked on a range of British alternative comics from 
Cozmic Comics in 1973. At the same time he has done a great deal of commercial 
illustration, and he is one of very few British artists to work in French and 
American alternative comics(8) 
Like many British alternative artists he , 
trained at art college and found his 
inspiration-to 'rediscover' comics in Robert Crumb. He first saw Crumb's work in 
1973, and it changed his view of comics: 
Drawing comics before that, before Crumb made it a 
confessional.. . was a kind of mass media thing you 
did for a 
job... it was institutionalised and it wasn't personalised(9) 
McKie's earliest work, for Cozmic Comics showed the influence of his earlier comic 
reading, in particular Jack Kirby's work for Marvel Comics. In an uncredited story 
in Cozmic's Half Assed Funnies (1973) 'Gardeners of the Universe', McKie's aliens' 
faces bear a strong resemblance to Kirby's 'Gods' for example in Thor Issue. No. 133 
(1966) (See illustrations 2.3 and 2.4). 
In Sin City (1973), '2001: A Haze Odyssey' written by Ian Penman, Dick Fountain 
and McKie deals with a 1984 or Metropolis like future where the rich of the upper 
levels exist on the backs of polluted, mutated masses below. 
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2.3 Angus Mckie. Gardeners of the Universe, 
Half - Assed Funnies, 1973 
2.5 Angus Mckie. Jet Man, Heavy Metal. October, 1977 
2.4 Jack Kirby. Thor no 33,1966 
McKie began to earn a living largely as a science fiction paperback cover artist 
through the agent Young Artists'. He also submitted a full colour strip done in this 
more polished style to the French comic magazine Metal Hurlant in 1976. Metal 
Hurlantwas a science fiction based comic which had been started in France in 1974 
by Jean Giraud (also known as 'Gir' and 'Moebius'). Philippe Druillet, Jean-Pierre 
Dionnet and Bernard Farkas. It was plushly produced and aimed very much at 
adults. It was immensely successful, benefiting both from the long tradition of 
'serious' comics in France, and the talent of its contributors, particularly Moebius 
himself. 
At that time there were no outlets for full colour artwork of this nature in Britain - 
indeed there have rarely been any since. The strip 'Jet Man' was inspired by ideas in 
Roland Barthes's Mythologies. Bartheswrote: 
... the anti-G suit of inflatable nylon, the shiny helmet. introduce the jet-man into a novel type of skin in which 'even his mother 
would not know him'(10) 
In the five page story two jet pilots. identified as Aenaes and Palinurus, fly over the 
ocean. and as in the original legend. Palinurus falls into the sea and drowns (See 
illustration 2.5). The pilot's falls are never seen. and the anonymous dehumanised 
figure of Barthes' essay is combined with the doomed character of legend. only to be 
destroyed by technology. 
Crumb's influence on McKie's work can be seen more clearly in his 1977 Either or 
Comics. The Origin of Eddie Tucker' is a semi-autobiographical story reminiscent 
of Crumb both in its narrative and in its drawing style (See illustration 2.6). Either 
or Comics was an attempt to overcome the problems of working commercially for 
various publishers by publishing his own comic. The motivations for this were 
quite clear: 
When the phone rings and I do a commercial job they tell me more 
or less what I'm going to do, and I do what I can and use whatever 
skills I've got within the framework that they've delineated. But 
when I do comics I just sit down and do it, and then take it and sell 
it. Although there is a qualification on that, because you tend to 
do something with a magazine in mind. Which is where self 
publication comes in, because there's no little censor sitting in 
the back of your head(11) 
McKie was also concerned that the control and profits relating to any publications 
would be in the hands of the artist and writers themselves. 
However the problems that characterise many British undergrounds were 
epitomised by Either or Comics and McKie's company. the 'Junior Print Outfit'. 
Chiefly, the financial calculations for Either or Comics No. 1 were sketchy at best 
and resulted in the comics making a sizeable loss. The comic had a full colour cover 
and was seventy-six pages long, but only retailed at 30p. Despite a large print run 
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2.7 Mike Feeney. Junior Print outfit costing estimates, 1978 
for the covers only about two hundred interiors were completed. and although all of 
these were sold it by no means covered its cost. 
One of McKie's partners, Mike Feeney, who had been responsible for much of the 
printing up to this point made some detailed calculations about future costs in 
1978. Unfortunately they came at a time when low sales and other rival interests 
were bringing the concern to a slow halt. But the calculations themselves are 
interesting. and form one of the few documentary pieces of evidence available about 
production at this period (See illustration 2.7). They reveal the relative costs of 
offset litho plate and ink. paper costs, potential profit and break even prints in 
sales. Also included is a list of potential distributors. These include Mal Burns 
(then editor of Graphixus). and a range of comic shops including 'Dark They Were 
and Golden Eyed'. 'Forever People' and 'Compendium'. These possible distributors 
show that by 1978 a wider range of specialist comic and book shops was available, 
but also that they were mainly London based. 
The only time that McKie's full colour work has appeared in a British comic was in 
1982, in Pssst magazine. In Issue No. 4 the eight page story 'Power to the People' 
features likenesses of McKie's partners in-the 'Junior Print Outfit' as guerillas 
planning to take over the country and free its people from oppression (See 
illustration 2.8). Despite seeming to be beautifully planned and executed the whole 
scheme goes fairly characteristically awry, and the country is left in the control of 
a despot who looks suspiciously like Mrs Thatcher. 
Pssst was the most lavish adult comic ever to be produced in Britain, being the 
brainchild of Frenchman Serge Boissevain, and financially backed by him, 
reputedly to the tune of £100,000. Because of his background Boissevain envisaged 
a comic magazine in the European style, with excellent paper and high quality 
printing, and at its height 16 pages of full colour stories out of sixty. It lasted ten 
issues, but ironically it fell victim, in part, to the ubiquitous problems of 
distribution. There were also problems with some of its material, as described by 
one of the main contributors, Bryan Talbot: 
It was edited by committee, and you know that thing about a 
camel being a horse designed by committee... (12) 
Paul Gravett, who worked as an editorial assistant for Pssstagrees: 
It had an editorial committee, which is a recipe for disaster(13) 
Nominally the editor of the magazine was Mal Burns, who at this point was a focus 
for most activity relating to underground or adult comics in London. In fact items 
were literally selected by committee and had the obvious problem of having to 
please almost everybody before being included. Each issue contained a poster the 
rear of which also doubled as space for editorials, and in Issue No. 6 Burns defined 
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2.9 Pssst promotional leaflet, 1982 
2.8 Angus Mckie. Power to the People, Pssst no 4, April 1982 
the editorial policy: 
... We have no particular editor beyond the group of us that hope to 
represent the wide interests of all our readers(14) 
A great deal of money was also spent on publicity. This included promotional 
literature and even a bus tour around Britain (See illustration 2.9). The copies sent 
to doctors' surgeries etc, mentioned in the text for Issue No. 4 were not an 
unqualified success. The back of the poster featured some of the returned issues 
accompanied by letters describing the magazine as 'pornography', juvenile' and 
'rubbish'. 
From the declaration of its intent it might appear that Pssstwas going to be a bland, 
inoffensive publication. Instead it managed to offend a wide range of readers. In 
the letter column of Issue No. 7 (also on the back of the poster) there were two attacks 
on the work of Bob Wakelin. Although his work was some of the most technically 
accomplished in the magazine, his subject matter offended some, 
... I keep on wondering why Bob Wakelin's Tits If Bums keep on 
appearing? He is quite obviously very talented... but the excessive 
macho men and Amazonian is boring(15) 
In fact this is, up to a point, a contribution to the continuing debate about sexism 
which had surfaced in the underground on both sides of the Atlantic in 1969. 
Wakelin's work sometimes has the appearance of pin-ups forced into a narrative. 
but actually his work features both male and female semi-nudes (See' illustration 
2.10). This is not to say that the mere balancing of equal numbers of male and 
female figures in this way immediately stops such a strip being exploitative, but it 
does mean that any exploitation that there might be is made more equal and less 
sexist. His work also gently satirises the sword and sorcery/fantasy genre so 
popular in mainstream comics at this time. 'Sword and Sorcery' comics and novels 
had become extremely popular by 1978. It ý had begun with Marvel Comics 
adaptation of Robert E Howard's 'Conan the Barbarian'. ` The 'original stories had 
appeared in 'pulp' magazines since the 1930s. but without a knowledge of this 
background history, Wakelin's work does not really make-proper sense. By the 
same token, American Trina Robins's feminist cartoons often re-use and make fun 
of the fifties' genre of jungle comics, with their semi-naked female characters like 
'Sheena, Queen of the Jungle'. 
The letter columns also reveal that the most popular item in the magazine was 
undoubtedly Bryan Talbot's 'The Adventures of Luther Arkwright'. This had 
originally been published in Rob King's Near Myths, but was left far from complete 
when that comic folded with Issue No. 5(16) Luther Arkwright is a dense, 
complicated story which centres on time and dimension travelling by its 
eponymous hero, named after Richard Arkwright. Talbot was also influenced by 
Michael Moor-cock's Jerry Cornelius stories: 
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2.10 Bob Wakelin. Endgame, Pssst no 3,1982 
Parallel world stories had been around for years - especially in SF pulp magazines - but I'd read a lot of Moorcock and it was his 
view that of alternative time streams that appealed to me"(17) 
This format allowed Talbot to interweave actual historical incidents, such as the 
burning of the Crystal Palace and wars from the Norman invasion to Vietnam with 
various possible futures, and his own interests, including amongst many others 
Tarot and Mysticism. The length of time which even the first book of the series 
took to complete (virtually four years) means that there is a distinct change, and 
improvement, in drawing style through the story. Talbot also uses wash and tone 
as an indicator of sections of the story which are flashbacks, and likes to 'hide' in 
ages which the readers may discover at their leisure. or may only register 
subliminally. 
They've got to be there. in such a configuration that your mind 
has a slot for them and your subconscious will see them even if 
you don't. Then it will have an effect on the way you perceive the 
story(18) 
In chapter sixteen of the series a more obvious example occurs as Luther talks to 
Charles, and in a device Talbot remembered seeing in early postcards their heads 
also form the eye sockets of a 'hidden' skull (See illustration 2.11). 
At the end of the same episode, which appeared in the last issue of Pssst, (No. 10) and 
constitutes the end of 'Book One' King Charles I is assassinated ("the first act of 
regicide in this parallel's England for over three hundred years"). On the 
penultimate page Charles lies dead, half submerged in water, surrounded by 
Arkwright's reflection (See illustration 2.12). Talbot explains: 
I was pleased with this page. The image of Charles was inspired 
by those prints by MC Escher'of reflections. It also ties up 
various strands in the story, with the death of Charles with 
various historical precedents, such as the death of Harold(19) 
But even Talbot's immensely popular 'Luther Arkwright' was not enough to save 
Pssst. It could not arrange proper distribution through channels such as WH 
Smith, and finished with Issue. 10 after making huge losses. Paul Gravett considers 
that Pssstmade several classic mistakes: 
The whole mix of stuff was very odd - there was no particular 
editorial point of view. Then the economics were never really 
worked out - at one point it cost more to produce than the cover 
price, and it wasn't until issue, eight that they got proper 
American distribution. Finally it had a name that people 
couldn't pronounce without getting embarrassed and a logo so 
small that people couldn't read it"(20) 
One of the most professional, and successful adult comics ever produced in Britain 
was Warrior launched in 1982 by 'Dez' Skinn. Skinn had for a long time been a 
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mainstay of British 'fandom'. publishing the 'fanzine' Fantasy Advertiser in the 
late nineteen sixties and early seventies and then moving on to work 
professionally for IPC and Marvel Comics UK. This background gave him the 
contacts and knowledge to produce a comic which in terms of its production was 
indistinguishable from the product of one of the major comic companies. Skinn 
had previously launched two film magazines of his own, Starburst in 1977, which 
was taken over by Marvel Comics in 1978 and House of Hammer in 1976. The latter. 
in particular, had a large comic content. featuring adaptations of Hammer's horror 
films and shorter strips by artists such as Brian Lewis, Paul Neary, Angus McKie.. 
John Bolton and many others. He had even published an earlier version of 
Warrior, a black and white. cheaply produced comic largely featuring IPC reprints 
in 1974. 
The new Warrior was a strange mixture of strips from a wide range of sources. One 
of the most popular was Alan Moore's story of a fascist future Britain 'V for 
Vendetta'. drawn by David Lloyd. By using largely established talent Skinn ensured 
an extremely competent level of work, but it also meant that in many ways it was 
not very far removed from the kinds of strips already appearing in commercial 
sources such as 2000AD. A more unusual strip was 'Laser Eraser' and Pressbutton', 
again written by Alan Moore and drawn by Steve Dillon. This strip had its origins 
in the music press, having appeared in Sounds, where it was written and drawn by 
Moore under his pseudonym Curt Vile. In this original manifestation the drawing 
style makes 'Pressbutton' much more obviously 'underground-looking'- (See 
illustration 2.13). But in the Warriorversion both the drawing style and narrative 
content are of a straightforward science-fiction adventure (See illustration 2.14). 
Axel and his companion Laser Eraser are among adventurers who live by the trade 
of violence and assassination. Only, details like Axel's Pressbutton (hence his 
name) which when pressed sends him into paroxysms of sexual ecstasy. remain to 
hint at his original form. 
The comic also used material, which had been intended for the now defunct House 
of Hammer, in particular 'Father Shandor' by John Bolton. An attempt was also 
made to revive the British superhero Marvelman who had been created in the 1950s 
as a replacement for the legally unavailable American character Captain Marvel. 
Also written by Alan Moore, this strip was in fact an attempt to update the concept. 
of the superhero and place him in the centre of contemporary world problems. It is 
actually rather like a dry run for Moore's more famous work In America on 
Watchmen and Batman. Indeed it was partially Moore's work for Warrior which 
brought him to the attention of America and helped to make him one of the most 
successful comic writers of recent times. , 
In the first issue, of Warrior an ageing 
amnesiac Marvelman rediscovers his powers when he becomes involved with 
terrorists 'at a nuclear power protest., As well as the trappings of modem society, 
Moore's acknowledgement of the character's age and the addition of, a' wife - 
immediately break some of the rules that Umberto Eco perceived inl the classic 
comic book superhero(2 1). In the traditional Superman stories Eco points out that 
50 
2.13 Curt Vile (Alan Moore). Axel Pressbutton, originally 
published in Dark Star 
1982 
2.14 Steve Dillon. Laser Eraser and Axel Pressbutton. Warrior no 2, 
Superman exists in a kind, of limbo where none of his actions can have any 
consequences that might change the status quo. Thus he can never really defeat his 
continuing enemies, marry Lois Lane (except in 'imaginary' stories) or even age. 
Alan Moore is in fact one of the writers responsible for breaking down these 
formulas, an iconoclasm that has now stretched even as far as the classic 
superheroes, themselves exemplified by Frank Miller's ageing. troubled version of 
Batman in The Dark Knight. 
However this kind of tampering with the essentially ridiculous concept of a 
'superhero' is incredibly difficult to manage effectively. Moore tried to deflect some 
potential criticism in the second issue when Marvelman explains his origins to his 
naturally amazed wife. She seems to speak for sceptical readers when she says: 
I'm sorry Mike ... but that's such a bloody stupid story! Can't you 
see it? An astrophysicist pops and tells you the 'key harmonic of 
the universe'... which just happens to turn you into a muscleman 
in a blue leotard? I'm sorry Mike I really am, but that's just so 
stupid(22) 
And however Moore tried to elaborate on the premise it remained ridiculous, 
perhaps only reasonable by humour, which was inappropriate to the whole tenor 
which he had set for the stories. 
Essentially Warrior remained a comic for adult comic enthusiasts and it referred 
constantly to the traditions and forms of mainstream comics. As such it filled a 
gap in the market and was successful for several years. In the editorial of IssueNo. 6 
Skinn explained some of the reasons for this success whilst attacking some of his 
rivals (perhaps its contemporary Pssstin particular): 
The only reason we can attribute to our success is an amazing 
rivalry which exists, on a friendly level, between the 
contributors. 
Unlike many 'experimental' comic magazines, in which the 
contributors use the pages purely for self-indulgence, this factor 
of rivalry, coupled with an admiring respect for everyone else's 
work within the magazine is producing a snowball effect. As each 
tries harder to equal his colleagues the standard increases, 
making the competition even more flerce(23) 
Yet in a way warrior was a victim of its own success. Some of its most successful 
artists and writers moved on to more lucrative assignments elsewhere, and were 
replaced by very competent, but less popular European artists. John Ridgeway, 
whose artwork featured in many later issues explains: 
It was a great pity about Warrior -I have a lot of time for Dez 
Skinn. But he had problems, and they had to fill in with a lot of 
European reprints later on, and it just faded away... "(24) 
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2.2 Knockabout Comics and Censorship 
Tony and Carol Bennett formed Knockabout Comics in 1980 after being bookshop 
owners and distributors since the 1970s. Latterly they had been operating under the 
name 'Hassle Free Press'. and had reprinted the works of Gilbert Shelton, including 
the Furry Freak Brothers and Fat Freddy's Cat. Both the Hassle Free Press and 
Knockabout Comics were thus in the first instance importers and distributors of 
comics and other material, but the Bennetts' also wanted to publish their own 
comics featuring British artists. Tony Bennett's reasoning was: 
Brainstorm and Graphixus were just finishing, and really we'd 
always wanted to produce our own comic. The time just seemed 
right... (25) 
Perhaps because of these import connections the first issue of Knockabout Comics 
in 1980 had a distinctly American feel to it. As well as being American comic book 
size (26cm x 17cm) it included the work of S Clay Wilson and Jay Kinney, as well as 
Hunt Emerson and George Szostek. The American work in the early issues of 
Knockabout, and its general tenor, meant that it was always on the borderline of 
being a true underground comic. Issue No. 2 included S Clay Wilson again, probably 
the most controversial of American -underground artists as well as Gilbert 
Shelton's Furry Freak Brothers. In Issue No. 1 there is a one page story by Graham 
Manley, entitled World of the Future' (See illustration 2.15). It parodies simplistic 
fifties version of future Utopia based on the benefits of new technology. In Manley's 
story machines. pollution and nuclear accidents are destroying the quality of life 
and the environment itself. In true 'knockabout' slapstick style. the strip ends with 
a mutated Porky Pig exclaiming 'Th-Th-That's All Folks! ". 
The issue of pollution was one that had been at the forefront of the underground for 
some years. For example, in 1973 Oz devoted four pages of its penultimate issue 
warning against pollution of the sea and air, including a forecast of forthcoming 
damage to the ozone layer. The American underground comic Slow Death had 
changed from being a tribute to EC horror comics in 1970 to a paragon of ecological 
concern with its 'Greenpeace' issue (No. 8,1977) or its 'Atomic Power' issue (No. 9, 
1978). Ecology was a concern of many underground and alternative publications, 
but if Knockabout's early issues may be called 'underground' its later issues became 
'alternative', partially due to a change of policy enforced by outside circumstances. 
Knockabout's general 'underground' ambience and its 'counter culture' associations 
led to problems reminiscent of the earlier history of the underground. In Issue No. 4 
the editorial announced: 
... in July 1982 Knockabout Comics were raided 
by the Obscene 
Publications Squad, who removed assorted books and comics 
related to drugs(26) 
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2.15 Graham Manley. World of the Future. Knockabout Comics no 1,1980 
Seventy-five titles were seized, including Cocaine Comix, Dope Comix and Amazing 
Love Stories, but not including Knockabout Itself. The first two American titles are 
fairly self-evident, and Antonio Ghura's Amazing Love Stores included mainly 
explicit sex but also some drug references. 
Tony Bennett elected to go to trial at the Old Bailey and the case began in May 1983. 
Sixteen 'sample' titles were used, largely books rather than comics, and the trial 
centred on the expert evidence on drugs, particularly cannabis and cocaine, by 
Professor James Griffiths-Edwards for the prosecution and Professor James 
Graham (Professor of Pharmacology at Cardiff University) and Dr Thomas Barley 
(Senior Consultant Psychiatrist at St Thomas' Hospital) for the defence. There were 
obviously disagreements about the extent and frequency of the harmful effects of 
these drugs. The key to the trial was expressed, however, in the summing up: 
... the judge made it clear that he regarded that only books which 
encouraged a significant proportion of the readers to take drugs 
should be candidates for conviction and only then if the jury 
decided that the taking of drugs was a depraving and corrupting 
act(27) 
It was these two separate issues, whether the books encouraged drug taking and 
whether drug taking itself was 'depraved and corrupt' upon which the jury had to 
decide. The latter phrase was necessary in order to rather laboriously tie the 
prosecution into the Obscene Publications Act. On May 31st 1983, after seven and a 
half hours, the jury returned unanimous 'not guilty' verdicts. As Tony Bennett's 
solicitors pointed out, it was impossible to tell whether the jury considered just one. 
or both of these issues unproven. 
There were however, two problems remaining for Knockabout. The first was that 
just as with Nasty Tales the trial was expensive in legal costs - some £7,000 in 
Knockabout's case. Secondly, not only had a large part of Knockabout's stock been 
held incommunicado, but the remaining comics were now sent on to the 
magistrates court, where they were found guilty, and all the material confiscated. 
There was very little publicity about the verdicts, unlike previous obscenity trials, 
because similar material had been confiscated from another company who were 
still awaiting trial. 
They'd asked that there should be no publicity as it might 
prejudice their own trial. I was annoyed about it, but they were 
probably right(28) 
The irony of these two contradictory verdicts was not lost on the Bennetts'. ` 
This also 'cost the company another several thousand pounds, although these 
figures still pale into insignificance against the overall cost of the trial which 
Bennett estimates at over a quarter of a million pounds. Knockabout survived 
precariously but made a change in policy: 
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It stopped us doing the drug books. We'd lost so much money that 
we couldn't afford the risk(29) 
Issue No. 7 of Knockabout became the Bumper Knockabout Trial Special, a large 
format hardback with sixty-four pages largely paid for by British magazines like 
Time Out, City Limits and Fiesta, specialist shops like Compendium and Odyssey 7 
and American publishers the 'Rip Off Press' and 'Last Gasp'. Artists donating their 
work included Hunt Emerson, Mike Mathews, Suzy Varly, JH Szostek, Dave 
Gibbons, Brian Bolland, Steve Bell and Bifl. All proceeds went to the Knockabout 
defence fund 'Right to Read'. 
The trial also led to a special comic book adaptation of Lady Chatterley's Lover, 
drawn by Hunt Emerson. Bennett explains: 
It seemed the appropriate book to do. It had been the first great 
censorship trial of the post-war period. We massacred it a bit - we 
kept large parts of the plot - and the dirty bits, but it's very 
difficult to do justice to a novel in fifty odd pages. But it sold very 
well and went into a second printing(30) 
The book was executed with strong blacks and broad brushwork by Emerson, and 
its cover carried the legend "Not for Sale to Wives and Servants" (See illustration 
2.16). As Bennett suggests, the book was not treated with pedantic reverence, but the 
adaptation was lively and broad. During one sexual interlude two passing fishes 
exchange comments; "A filthy sexual act! " "Nope -a great work of literature... " 
Probably Knockabout's most controversial artist was Mike Mathews. He is an 
individualist in the mould of some American underground artists, and with his 
work the debate between sexism and censorship finds its most stark British test 
case. 
Mathews' first work appeared in 1977 when he published a comic with Tom 
Sheridan and Steve Gibson: Napalm Kiss. His inspiration was American, and quite 
specific: 
In 1976 I saw that Richard Corben story When Dreams Collide 
and that really knocked me out. I started trying for that 
style... (31) 
Mathews' 'Beyond the Wild Zone' from Napalm Kiss No. 2 (1978) shows these stylistic 
similarities if compared to Corben's 'Heirs of Earth' from Slow Death No. 3 (1971) 
(See illustrations 2.17 and 2.18). As well as a similar character -design and 
modelling techniques there is also an overlap in subject matter: both stories are set 
in a violent post-holocaust world of mutants and cannibalistic violence. Matthews 
also acknowledges this influence: 
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2.19 mike \1 the ws_ llornfc Romance Comix no 1 
DH: 'Was it the content as well as the way it was drawn? " 
MM: 'Yeah, sex and violence. Before that time I had these poncey 
ideas of doing gallery pictures ... but I just couldn't figure out any 
way I could get into that(32) 
Matthews' work seems in fact to be deliberately gross and almost anti-intellectual, 
although some of its multiple levels and references to popular culture will be 
discussed later. But despite its potential commercial appeal, and Matthews' rapidly 
increasing skill in draughtsmanship Napalm Kiss lasted only two issues, partly 
because of the ubiquitous problems of distribution. Matthews explains: 
The distribution was more or less left to me - sending out ads to 
fanzines and writing off to shops and that's why we're still 
lumbered with half of them. There wasn't really any distribution 
network at the time(33) 
Napalm Kiss was printed by Arzak, the Birmingham Arts Lab Press, which gave the 
comic quite a professional finish, but also led, incidentally, to an exarcerbation of 
the question of sexism in Matthews' work. Mathews explains: 
Suzy Varty at Arzak in 78 and 79 used to butt in saying why are 
you doing tits and bums, do something worthwhile, this is 
insulting to women. My own view on that is just to ignore it(34) 
Mathews in effect refuses to defend himself on this topic. believing that anybody 
has a right to disapprove of his work, but that nobody has a right to ban it. This 
issue is certainly more complicated than some might believe. Mathews' work 
contains not only 'tits and bums' but also genitalia of both sexes. It is not just 
insulting to women per se, but insulting to the whole human race, of whom Mathews 
obviously takes quite a dim view. His stories are full of raving sexual sadists and 
vicious femme fatales, most of whom have cannibalistic leanings: in fact they 
inhabit a Freudian paradise, perhaps displaying what Freud calls some of the 
"higher motives" for cannibalism: 
.. by incorporating parts of a person's body through the art of 
eating, one at the same time acquires the qualities possessed by 
him(35) 
In Mathews' stories it is certainly as common for the sadistic aggressor to triumph 
as it is for the victim to survive. 
Mathews' work was subsequently printed in Graphixus and Pssst and finally 
Knockabout comics, but in 1984 he returned to self-publishing. using rejected and 
unpublished work in Horrific Romance Comix No. 1. The inside front cover 
explains that much of the material in the comic was actually published elsewhere 
in the end, but it also gives a vivid picture of the lot of the freelance artist, done in 
Mathews' usual tongue-in-cheek style (See illustration 2.19). Mathews' comic strips 
become "unwanted bastard-monster-masterpieces of modem almost art" sent off to 
"potential parents". The economics and problems of self-publication during this 
55 
period are also explained by Mathews' own story of the production of the comic: 
First: Photography. PMT photography copies for about £1.50 A4 
size for cash. I did my own paste-up work on boards. 
Then I took the proofs to a small local printer. I had the first 
'segment' le the first 4 and last 4 'guts' pages printed both sides on 
one A3 sized sheet. This first one cost 940. 
Then the printer told me if I had more done all at once the price 
would go down. So I took in the rest of the 'guts' pages; 3x 8-page 
segments. This worked out costing L30 per segment. 
So all the 'guts' were done. I started at this point to cut, fold and 
staple (one staple in the middle to hold them together). 
Then the covers: the 'colours' were hand-separated using process- 
black and white on acetate. The photography of this lot proved to 
be expensive and a real pain. I had to indicate the directions to 
which the screeds should be angled so I wouldn't get Moir 
patterns. 
The whole lot ended up costing about £40 for photography and 
£ 100 to print. 
Then it was just a matter of stapling the covers on and trimming 
them off with a hand-guillotine I'd lent from a friend. 
Distribution: 
Knockabout Comix in London must have taken altogether about 
600 copies; 400 of them going to the States. (They organised that: I 
was paid money). I let Knockabout have . them for 35p a copy. Robbie Robertson of Unknown Forces in Scotland took 100 at 40p 
a copy. The rest I've sold direct to local comic shops at about 50- 
60p per copy. 
I haven't advertised anywhere and it hasn't been mentioned in 
Fantasy Advertiser or Escape. but they've all gone. I think I could 
easily have got rid of another 500. 
Overall with postage etc I suppose it's cost me about #300 or so. 
So even only getting back 30p for each copy sold I've at least 
broken even. If I did a proper count of what money's come I'm 
pretty sure I've made a profit"(36) 
Interestingly in this case, unlike Napalm Kiss. Mathews was actually able to make 
a profit, largely due to the now established distribution network. 
Mathews' style is exemplified by the final page of the story 'Citizen Co-Caine' in 
Horrific Romance Comix. Co-Caine, who has died uttering the word 'Noseplug' is 
tracked down by journalist Snoop Snyde: The story not only parodies Citizen 
Kane's plot and camerawork, it adds liberal doses of sex and drugs, and the final 
cynical irony of Co-Caine's retribution for all his evil being death... at the age of 
ninety-seven, 
Tony Bennett feels that the potentially shocking element in Mathews' work can be 
compared to that of S Clay Wilson: 
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Take Wilson. That's what he's there for; to shock. Somebody's got 
to do it. It challenges the boundaries of good taste in comics. We 
don't really get complaints about Mike's work. The most 
complaints we ever got was about Outrageous Tales from the Old 
Testament [1987). We got about one hundred and eighty - all from 
the same area. It was some religious group .... but I don't know if they ever read it"(37) 
Mathews' work is also defended by his collaborator on Napalm Kiss, Steve Gibson, 
who has also worked for Knockabout and more commercial comics such as Oink. 
He makes a clear distinction between the real world and the drawn page: 
In real life violence is appalling. But in comics it's great(38) 
The argument which is often made in support of censorship is that this boundary is 
crossed by the mechanism of direct influence. This is supposedly achieved by the 
process of 'identification' which, as we have seen, Martin Barker has recently 
attacked. But arguments are still based around the phenomenon of the 'copycat' 
crime. If a comic shows a rape, as indeed Gibson's own story in Outrageous Tales 
from the Old Testament does, then the premise is that there is the danger that this 
will incite a reader to commit an actual rape. Obviously the way in which such an 
event is portrayed makes a tremendous difference to whether this argument can 
even be levelled at any given text. Presumably, for example, nobody would claim 
that the original title story The Levite and His Concubine' (Judges 19) should be 
banned, or would incite rape or murder. It reads in part: 
25 But the men would not hearken to him: so the man took his 
concubine, and brought her forth unto them; and they knew her, 
and abused her all the night until morning: and when the day 
began to spring they let her go. 
29 And when he was come into his house, he took a knife, and 
laid hold" on his concubine, and divided her, together with her 
bones, into twelve pieces, and sent her into all the coasts of 
Israel... (39) 
In Gibson's version this original text is used with the addition of some word 
balloons (extra dialogue by S Gibson) but its ability to shock must rest on the 
visualisation of these events (See illustration 2.20). Yet visualisation of the Bible 
has almost been part of the staple diet of Western art. And although more recent 
illustrated versions of the Bible itself may have looked away from more violent 
passages this has not always been the case. One only has to look at religious 
paintings from Grunewald onwards to find many images of violence and intense 
suffering. 
There is obviously a double standard at work here and Gibson's problem is that his 
version appears in a comic, and in a style which does not draw on the tradition of 
Western painting for its imagery, iconography or composition. 
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2.20 Steve Gibson. Journey to Bethlehem, Judges 19, Outrageous Tales from 
the Old Testament, 1987 
will 'drive' a reader to imitate the events portrayed. Seeming evidence of this occurs 
regularly, although a lot of it actually rests on guilt by association. For example, 
gun carrying psychopaths will be described as 'Rambo Killers' by the tabloid press 
even where no real suggestion of influence exists. Apparently more damaging are 
cases where a criminal, or his lawyer, specifically cites a book or Mm as having 
triggered a particular crime. To take a specific example of this, on May 1 1990, the 
Daily Mirror contained a story headlined The Satan Boy'(40). Underneath were 
photos of accused murderer Robert Sartin, and almost as large, a photo of 'Michael 
Myers', fictional murderer of the series of Halloween films. The photo showing 
'Myers' clutching a knife was captioned "OBSESSION: Sartin's horror film hero 
Michael". Beneath the main headline were three further sub-headlines: 'Gun Killer 
in Devil Craze', 'He idolised horror star', 'He visited Hungerford'. The article itself 
relates that: 
Throughout his 20 minute orgy of violence the jury heard Sartin 
believed his mind was under the control of Michael Myers - the 
grisly bandaged killer in the Halloween films(41) 
This appears to be a prima facie case for the malevolent influence of violence in the 
media and a strong case for banning the films concerned. However there are 
profound problems with this reading if the evidence is looked at more carefully. 
Sartin, who was being treated for schizophrenia had displayed an obsession at 
school with death and the occult. In terms of direct influence even the photo of 
'Michael Myers' used shows that he does not kill people in the Halloween films with 
a gun. A better case could be made to say that Sartin's visit to Hungerford led to an 
imitation of Michael Ryan's method of killing victims at random with a gun. Does 
this then mean that it is the detailed newspaper coverage of such events which 
should be banned? Surely the only logical conclusion is that the standards of any 
media cannot be controlled by their potential effect on the mentally ill. Such 
attempts would have to reach as far as banning Beatles songs because of their effect 
on Charles Manson, or shoe catalogues in case they influenced foot fetishists. 
The remaining question is to what extent comics, books or films can effect a 
normal mind. The problem of defining a 'normal' or 'average' person will have to be 
left to one side as there is not the space here to do it justice, but it should be 
remembered that it is a much more difficult task than it first appears. But 
assuming that such a person can be found it is still necessary to assess how, and to 
what extent they are influenced by the media. Again, in practice this' is probably 
impossible to do with any great accuracy. ' Möst research in this area is 'self- 
fulfilling' le. it always seems to discover what the researcher had believed would be 
there. Most notably the research on video nasties which led to the Video Recording 
Bill in 1984 has been proved to be almost totally unreliable. Brian Brown wrote of 
the Video Violence and Children Report (1983), which was used to support the bill: 
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My name was attached to the report as an associate director of 
the enquiry; my research unit at Oxford Polytechnic was named 
as the place where it was based. This created a problem for us. 1M 
a week earlier we had repudiated the framework. context and 
conclusions of the entire document(42) 
Nevertheless it is does seem inevitable that the whole range of media from fiction to 
television news and soap operas will gradually help the mythical average person to 
build up a 'world view'. But logically it seems unlikely that any of these things can 
have a truly dramatic effect on a 'well-balanced' person. In the development of a 
young teenager, for example. the effect of watching horror videos must pale into 
insignificance compared to the maltreatment by parents or peers. It is what people 
do to each other rather than what they read that can do real damage. 
Finally, we are left with the fact that everybody has something of which they 
disapprove, be it pornography. nudity in comics, nuclear power, or the National 
Front. The fairest answer to most of these problems would be a system of 'right to 
reply' and open access rather than outright banning. Only where material broke 
other existing laws (for example, libel, incitement to riot) would there be necessity 
for any kind of ban. Otherwise books or films could carry the equivalent of a 
government health warning. This system would be more equitable, as it is hard to 
imagine a comic doing the same damage to a person's brain as cigarette smoking 
does to their lungs. Opponents of censorship, in the words of Nigel Andrews, are not 
... lip-licking sadists or loony liberals. They're people who believe that only in exceptional circumstances such as war or a state of 
emergency, should one set of adults be allowed to sit in judgement 
over what other adults can see(43) 
2.3 Escape Magazine and Fast Fiction 
Escape magazine began in 1982. Its joint editor was Paul Gravett, who had worked 
on the Pssst bus tour. Gravett had first founded Fast Fiction which was originally 
just a table at London comic marts which sold any small independent comics. This 
had later developed into a magazine with the same name which acted as a showcase 
for these same artists/publishers. , 
Escape also featured a range of artists many of whom had begun by producing their 
own small circulation comics, and some of whom had already worked for Pssst. 
These included Ed Pinsent, Phil Elliott, Eddie Campbell 'Savage Pencil', Glenn 
Dakin, Phil Laskey and Myra Hancock amongst others. Also featured regularly 
was Hunt Emerson, and later issues introduced reprints of some outstanding 
European artists, including Jacques Tardi. 
Initially it was in an A5 format, but from Issue No. 8 it became A4 as Gravett 
believed that this size did better justice to the European material as well as having 
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advantages for retail display. With a full colour cover and good quality paper it was 
probably the most impressive production in a physical sense since Pssst itself. 
Paul Gravett explains the original ideas behind the magazine and its production 
values: 
Escape started while I was still at Pssst. I met Peter Stanbury. 
who also wanted to do a comic. The original idea was to make it a 
kind of Beano format. but to do it more style based, to make it 
more contemporary more adult. but not like Viz. We had all sorts 
of format ideas. Peter's background is that he worked in glossy 
magazines, and he's always wanted to get that level of 
production(44) 
Escape was. markedly different from Pssst in two main ways, both of which 
stemmed from the essential concept of the comic invisioned by its editors. Firstly 
its British strips were mainly concerned with the minutiae of people's lives, or their 
inner, low key, fantasies and fears. Typical of this is the work of Campbell and 
Bagnall. John Bagnall's autobiographical 'Punk Memories' in Issue No. 9 lamented 
the tameness of 1986 teenagers compared to those of 1976: "aggression, noise. 
perversity: what more could a healthy teenager want? ". However it did not 
embroider these memories, which include missing a Sex Pistols gig and later in the 
story the central character fails to finish a punk fanzine, and also fails to learn the 
guitar. Bagnall and some of the artists published in Escape used a deceptively 
simple drawing style, almost mock naive, with varying degrees of underlying 
sophistication. These include Eddie Campbell's loose drawings often 'held together' 
with letratone (See illustration 2.21). More overtly sophisticated were Chris Long's 
hard edged, carefully designed characters (See illustration 2.22) and Phil Elliot's 
Tintin-like 'Gimbley', seen In Issue No. 3 having trouble with a reproduction 
Rietveld chair (See illustration 2.23). Also in this vein, reminiscent of the Herg 
influenced 'clear line school' is the stylish work of Rian Hughes. In Issue No. 6 his 
'Dark Design' Is a salutary tale warning of a hopeful young fine artist killed by a 
rapacious agent in order to make a fortune from his posthumous fame (See 
illustration 2.24). 
Issue No. 4 featured Hunt Emerson's "Calculus Cat" on the cover, and in a five page 
story inside. The story recounts Calculus Cat's love-hate relationship with his 
television set. The manic depressive cat conducts conversations with his TV (which 
talks back to him) - and persuades him to give meaning to his life by becoming a TV 
personality (See illustration 2.25). Needless to say, this experiment fails and his life 
continues mundanely as before. Emerson retained overtones of George Herriman's 
work. for example in the constantly changing TV aerial and ceiling patterns, but by 
this period had added more broad gestures to his work - the wailing Calculus, of 
frames 4 and 5 is reminiscent of Tex Avery's cartoon animals's exaggerated. 
reaction shots. The editorial in Issue No. 3 of Escape explains its politics and aims 
precisely. After reviewing the international strength of comics it continues: 
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2.22 Chris Long. Wideboys. Escape no 3,1983 
2.24 Rian Hughes. Dark Design, Escape, 
no 6,1985 
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2.26 Fast Fiction News Sheet no 33, February/March, 1987. Cover 
Many of the Escape artists come from the British small press and 
Escapeis an anthology of their short story strips. 
Stories don't have to be plots; 'plot' is a small piece of land. They 
can also be the telling of an event, whether true or fictitious, an 
account, a narration, an anecdote or joke, a report or rumour. a 
falsehood or fib, a history of a romantic legend; every story-strip 
has its own terms. 
Escape seeks to present contemporary British stripwriters. 
individuals who are aware of what's around them - sometimes 
with a sense of wonder in everyday life - but always with story- 
strips that do not sacrifice insight, humour and well observed 
characterisation for the sake of naive plotting and safe cliche 
devices(45) 
Secondly, as well as reprinting some of the most proficient European artists, 
Escape included interviews with many of them, as well as interviews with British 
and American artists, combined with news of new comic ventures. The latter 
ranged from the latest offerings of Alan Moore to the more obscure 'Fast Fiction' 
area of small limited print run magazines. This editorial content (which in Issue 
No. 5 for example, made up nineteen of the comic's forty nine content pages) gave 
Escape a distinctive quality unlike the majority of its predecessors and rivals. The 
same issue also contains fifteen pages of advertisements, largely for comics and 
comic shops, but interestingly also for records and the music papers NME and 
Sounds. Adverts are a potential source of income which has not been widely 
exploited in alternative comics, but they are a financial safety net which Gravett 
would like to develop: 
To Escape advertising is a very important supplement. It's very 
easy to get. comic shop advertising in a comic magazine.. . to me the 
challenge is to make the breakthrough - we've had occasional 
nibbles from Red Stripe Lager and Pernod. You have to come up 
with an "environment" as they call it... you have to have high 'Cl'. 
Cl is "cultural importance". a phrase that's buzzing around at the 
moment. You don't need a big circulation -a Jazz magazine like 
Wire is a good example. Whether you can do it with comics I'm not 
sure(46) 
Just as new offset litho technology had fuelled the expansion of small comics and 
magazines in the nineteen sixties, so the availability of improved photocopying 
facilitated a new boom in the nineteen eighties. Machines became available which 
could photocopy with solid blacks almost up to litho standard, back-up copies and 
reduce or enlarge images. 
There were two limitations of this technology which tended to shape the kind of 
comics being produced. Firstly, many machines were limited to A4 size paper, 
meaning that there were greater numbers of small "half size' A5 comics as this was 
often the largest page size available with folded A4 sheets. Secondly there was little 
or no reduction for larger print runs as there had been with offset lithography. 
Thus print runs were often extremely small. There were also benefits from this 
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technology as Eddie Campbell explains: 
Comics get produced fast. Not for me the old style of leaving the 
job with the printer for two weeks and crossing fingers. Making 
the books has become an immediate physical process... "(47) 
But it is also during this period that more women cartoonists came to the fore, from 
Posy Simmonds in The Guardian to Fanny Tribble, and with the field of 'Fast 
Fiction' itself, Myra Hancock. Myra Hancock represents a return to the most direct 
form of distribution, street selling: 
The first time I went I stood under a tree and shook with fear. I 
just felt such a lemon ... I must admit, in order to attract attention I used to have short little skirts and big plastic bows with Myra 
Magazines written on them. I used to go and think it was a bit of a 
laugh, but people used to accuse me of thinking a lot of myself, but 
you have to sell your comics, you have to get to the public 
somehow(48) 
The accessibility and comparative cheapness of photocopiers meant that rather 
than an expansion this period witnessed an explosion of publications. The positive 
side of this explosion was that it allowed access to all kinds of cartoonists. so that it 
has given a voice (however small) to women artists, black artists and minority 
groups. 
It has also meant that much unusual and perhaps otherwise uncommercial work 
has seen the light of day. Distribution has been facilitated through Paul Gravett's 
continuing Fast Fiction tables and mail order news sheets. The cover of Fast 
Fiction News Sheet No. 33 (1987) (See illustration 2.26) shows something of the 
range of material available. It includes Phil Elliott's semi-professional Gag!. the 
eight page A5 comic Teeth of Terror. Luke Walsh's thirty-six page A4 Appletown, 
and Steve Line's EC parody Creepy Crawlies. 
Photocopying technology has also arguably had an effect on the drawing styles of 
some of these comics. Obviously photocopying (even with improved technology) 
favours simple strong lines and flat black rather than subtle wash or tone. This, 
combined with the very small size of some publications has meant that such 
drawing styles proliferate. 
The inevitable corollary of this explosion is that of course some of this material is 
trite or amateurish. However this is a small price to pay for the wealth of lively and 
unpredictable material still being published. A further benefit was advertised on 
the first Fast Fiction News Sheet in 1981: 
Remember Bolton, Gibbons and Bolland and many others started 
in amateur comics - the next generation may well be among these 
zines today(49) 
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2.4 Newspapers and Peripheral Publications 
Of course. alternative, or adult. publications cover a very wide field. There is a vast 
range of magazines and periodicals within this basic definition which may or may 
not include a certain number of comic strips. These range from feminist and gay 
journals to music papers and specialist interest publications such as bike 
magazines. Once again this is such a potentially large subject area that it has not 
been included in the main body of this thesis. However there are many points of 
contact between these periodicals and more specialist comic magazines. Music 
papers such as Sounds have been very close to comics to the extent that they have 
been the spawning ground for such characters as Alan Moore's 'Axel Pressbutton'. 
Articles in music papers have also reflected the increasingly fashionable interest 
in comics during the nineteen eighties. Elsewhere comic characters have become 
the selling points of specialist magazines, such as Paul Sample's 'Ogr from Bike 
Magazine, which proved popular enough to be published in collected form. 
One of the great attractions of comic strips to these magazines is that they serve to 
release the tension or make more lighthearted what may otherwise be quite a 
serious or intense publication. This function has been performed by strips in 
magazines as diverse as Spare Rib and Gay Times to the biker magazine Back 
Street Heroes. 
Of course the word alternative - in any of the senses in which it is used in this thesis 
- is not truly synonymous with 'adult'. The word 'adult' encompasses a wider range 
of material, even though by the nineteen fifties it had become virtually 
synonymous with 'sexual', if used to describe a film or magazine. The vast amount 
of material in that vein which is still produced (much of it including comic strips) 
should arguably also be included in this thesis. There have even been times when 
such magazines have put forward the vague aura of being alternative with concepts 
like the spurious 'Playboy Philosophy'. Many underground cartoonists, such as 
Gilbert Shelton, have indeed worked for Playboy, and in this country Hunt 
Emerson has long produced his 'Firkin the Cat' strip for Fiesta magazine. The 
latter, written by Tyrn Manley, is in fact little different from some of Emerson's 
other sexually orientated work, for example, Lady Chatterley's Lover. The field of 
such strips in 'men's magazines' also includes some excellently drawn material, 
such as Ron Embleton's Wicked Wanda' for Penthouse magazine. But these strips, 
although numerous, form only a very small part of such magazines and as such do 
not strictly fall within the definition of this thesis. 
In the main newspaper comic strips are also outside the remit of this thesis. Taking 
the widest definition of 'alternative' comics as being 'aimed at adults' most 
newspaper strips should in a sense' be included, but they constitute a vast subject 
area which requires a separate study(50). However several are particularly 
interesting in relation to the comic books which form the main part of this work. 
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In the early 1970s The Guardian ran a weekly satirical strip by John Kent: 
Varoomshka. The fact that the strip took up half a page reflected the interest in 
comic strips which was evident at that period, but it is hard to see it in the 
contemporary The Guardian, as the eponymous heroine tended to lose her clothes. 
Jane-like, each week. The strip made fun of most political figures, and indeed the 
underground itself in its version of the Oztrial (see illustration 2.27) 
The other most relevant strips have also appeared in The Guardian for example, 
where although there has been no great commitment to comics (on anything like an 
American scale, for example) they have been regarded as an opportunity for rather 
more experiment than is to be found in the rest of Fleet Street. 
The weekly half page strip has more recently been occupied by Posy Simmonds, 
first with The Silent Three of St Botolph's' and then with the satiric story of the 
Weber family and their friends. 
Also featuring in a weekly slot in The Guardian are 'Bill' (Mick Kidd and Chris 
Gravett) with their characteristic collages of nineteen fifties and sixties advertising 
images. Chris Garrett describes their target as: "pretension, facade living, mail 
order life styles"(51). 
in a typical example of 'Sincerely Yours' from 1985 the entire strip is spent with 
three characters discussing the cultural and Freudian overtones of crisp 
flavourings (See illustration 2.28). 
Chris Garrett also explains the source of some of their inspiration: 
... you run into some pretty esoteric. crackpot theories analysing 
sitcoms, soap operas etc. For some reason these theories are 
always written in tortuous language rich with useful terms like 
'diagesis' 'paradigmatic'. 'post-Lacanian' etc(52) 
Ironically the 'Biü' team is one of the few recent comic creations to have come to the 
attention of post-modernist criticism. Dick Hebdige contrasts Posy Simmonds' 
work with that of 'BifP: 
A shift... towards what Biff represent: the self conscious parody of 
a completely ungrounded. mediated set of interlocking image- 
saturated cultures - the shift, In other words, from somewhere to 
anywhere. from satire to pastiche, from feminism to what Jean 
Baudrillard has called the 'fascination of the code' - from 
feminism to ungendered fascination or shift from the language, 
however lightly used, of 'cultural politics' and 'intervention' (the 
language of the 1970s) to the language of postmodernism and play 
(the language of the 1980s)(53) 
Hebdige is obviously a candidate for 'BifT raw material -a fact he readily admits. 
He also explains that he may already have accidentally provided them with some 
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2.30 Steve Bell. If... Censored episode 
source material -a fascinating cannibalistic relationship where the strip and 
criticism feed off each other. perhaps ad infinitum. But the basic point that Hebdige 
is making is quite valid. He quotes Roland Barthes on what Barthes called "an 
aesthetic of the second degree" which consists of "... dislocation: 
parody... surreptitious quotation". Despite the fact that Biff are continually 
mocking pretension, without a reasonable knowledge of their targets on the part of 
their audience, the jokes are only half formed. In effect the best audience for Biff 
are those who are being mocked. Although they have diversified their production 
into postcards, badges and newspaper strips, Biff have at least some of their roots in 
underground and alternative comics. Their work appeared in the later version of 
International Times (1976) and also Knockabout comics. 
Steve Bell, probably The Guardian's best known cartoonist also has origins in 
underground comics. His work appeared in Arzak's Committed Comix and the 
Konvention of Alternative Komix catalogue both in 1977. It was at this period that 
he left his job as a teacher, and having worked briefly for IPC, he went on to do 
cartoons for the NME and the strip 'Maggie's Farm' for Time Out in 1979. 
His 'If strip in The Guardianbegan in 1981, originally with a different premise each 
day, for example "If God was a Social Democrat... ". The inspiration for his style is 
once again American, and even today overtones of Robert Crumb can be seen in 
Bell's drawing: 
The only one I copied was Crumb. He hit me at a stage when I was 
very open. I was about 17 when I first saw one of his [strips]. It 
was a complete eye opener just to think that you could deal with 
that very real kind of topic in a strip cartoon. And that lovely 
'comicy' style, sort of warped, but I love his pen work, so that he 
was the one who influenced me directly, I certainly copied his 
style(54) 
This drawing style gives Bell's work a distinctly 'underground' feel, and indeed in 
his subject matter his is probably the closest to an underground strip ever to appear 
in a national newspaper. His political satire has offended even liberal-minded 
Guardian readers. This was particularly true of the strips which Bell produced 
during the Falklands War. Bell's strips began to fill with manic penguins, inane 
journalists (Barry Blockhead) and gung-ho combatants (Captain Jack Middletar). 
Bell also invented the unwilling Seaman Kipling seen trying to surrender his 
armoured nuclear punt to some albatrosses in April 1983 (See illustration 2.29). 
Interestingly Kipling later metamorphoses into a Mrs Thatcher figure. Bell's 
feeling was: 
... when the 
bombings and the killing started, the strip became 
absurdist, totally lunatic, with all these penguins flying about(55) 
But Bell's Falklands strips also led to censorship by the paper - in particular of one 
strip where four explosions end with an onomatopeic "Pym! " which was scheduled 
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to appear on the same day as the photographs of the exploding HMS Sheffield(56) 
(See illustration 2.30). 
Bell's work was more comprehensively criticised by Bill Grundy, a media figure 
most famous for the accidental lift he gave to the career of the Sex Pistols. In 1986 
he wrote: 
The fact that I wrote a weekly column for Punch for several years 
could, I suppose, be taken as proof of my complete lack of 
humour. Might it therefore be that which makes me think your 
Steve Bell strip is hysterical, incomprehensible, needlessly 
scatalogical, badly drawn and, worst of all, totally unfunny7'(57) 
However not everybody finds Bell's work unfunny, including (to his dismay) some of 
its targets: 
Heseltine, or his secretary, tried to buy one of my originals in '83, 
when he was bringing 'Cruise' in. My heart sank .... but I proposed that he paid the money to CND, then he could have the strip, but 
he wouldn't do that"(58) 
But the fact remains that the 'feel' of Bell's strip remains alternative, if not 
underground, because of its drawing style as well as its content. It can be argued that 
a drawing style in itself carries little or no intrinsic meaning. If we compare, for 
example, Cruikshank's view of the Prince Regent with Gerald Scarfe's drawing of 
Richard Nixon (See illustrations 2.31 and 2.32) we see that despite a certain 
similarity of subject matter, they are expressed in radically different styles. There 
is also arguably a similarity of intent on the part of both artists In that they want to 
express disapproval of their subject matter. 
However, meaning in drawing styles is a product of a particular time and place. 
Cruickshank's style was the fusion of his own skills, the range of sources and styles 
available for him to draw on, and the restrictions of contemporary technology. In 
the twentieth century there are not only a greater number of styles and sources of 
inspiration, but modern technology means that an original drawing can be 
reproduced photographically, without recourse to an interim interpretation such as 
that of an engraver. This has meant, amongst other things, that the artist's 'gesture' 
- the weight and subtlety of his drawn lines - can be reproduced with little loss of 
quality. What this has meant, in turn, is that the physical violence of energetic 
drawing can be retained in its reproduced image. A violent satire can now be 
violently drawn. In fact we have here a mitigating factor against what Walter 
Benjamin calls 'loss of aura' caused by the reproduction of a work of art. Although 
the method of reproduction of a modern drawing is mechanical (photographic), it is 
actually a more precise representation of the artist's original than an engraver's 
interpretation of the 18th or 19th centuries. Machines have thus brought us closer 
(however inadequately) to the experience of the original piece of artwork. At the 
same time of course, the fact that such reproduction can be available in such great 
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numbers has devalued them, at least in a financial sense. Ironically, however. 
apart from the work of newspaper artists like Bell. many of the other comics 
reproduced in this thesis have been reprinted in such comparatively small numbers 
that they have often acquired a value many times their original cover price. 
But there are further ways in which drawing style can acquire meaning. It is not 
necessary for there to be a direct physical connection (eg. a 'violent drawing equals 
a violent message'). It is possible for the meaning of a drawing style to change over 
period of time. Take for example the work of Robert Crumb which influenced Bell's 
drawing style as we have seen. His own style was, in turn, inspired by 1930s 
newspaper cartoonists like George Herrman and Rube Goldberg. Their style was at 
that time a mainstream form of expression, appearing in the newspapers of 
William Randolph Hearst and others. 
Crumb's work, with its sexual content, support of some drugs and attack on the 
government, in effect subverts the message of the drawing style. Where once it was 
used to portray happy-go-lucky believers in the American dream, now it was used to 
portray drooling losers, oppressed by society and obsessed with their own lust. The 
style itself is little changed, although, as we have seen, Crumb's technique gives the 
figures even more solidity than had previously been the case. But once the subject 
matter has changed, the style itself acquires meaning by association. This 
meaning, of course, is only evident to those who become familiar with Crumb's 
work. For someone who is more familiar with earlier cartoonists the first sight of 
Crumb's drawing may be unsettling - shocking subject matter seems to be expressed 
in a 'cosy', 'safe' drawing style. 
These kinds of meanings are always shifting. At the time Crumb's work was most 
widely available (say 1969-1972) he became regularly copied. His 'Keep on truckin" 
image appeared on innumerable T-shirts, later becoming the subject of a law suit. 
At this time his drawing style became closely associated with the underground. The 
drawing style then came to have a meaning of its own. This can be demonstrated by 
the way in which advertising begins to use the style to appeal to a certain audience. 
If a product was to be aimed at the youth market. Crumb's style would be borrowed 
to try and deliver the message that this product is OK. Crumb and underground 
comic influence in illustration and advertising was examined in 1971 by Patricia 
Dreyfus. She quotes designer Sam Antupit: 
Beauty is suspect because it's slick and perfect. It tells you that 
something is wrong underneath. Cartoons are being used to make 
fun of advertising. A cartoon ad Is not a serious pompous ad. 
The Whole Earth Catalog is a perfect example of the move away 
from slickness. Antupit goes on. They used newsprint. soft 
binding, out of focus photographs. It's the opposite of a Sears 
Catalog with its four-color glossiness. It's an anarchic approach - there are no design heroes anymore! (59) 
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Of course, when this kind of re-use of style becomes too widespread the meaning of 
the style begins to shift again. It is possible to see overtones of Crumb's drawing 
style in Joe Wright's cartoons for the . Thus, gradually it may be the case that the 
style will revert to its former, more cosy message, and In the meantime it may mean 
different things to different audiences. 
Viz 
The mould for British alternative comics has finally broken, perhaps irrevocably, 
by Viz comics. It first appeared in 1980, produced in Newcastle upon Tyne in small 
enough numbers to have individually numbered copies, like a limited edition. In 
some ways it was unlike anything that had gone before. It was perhaps the ultimate 
hedonist 
_ comic. 
It had no pretensions, no respect for anything serious, and its 
drawing styles and production values were basic to the point of ineptitude. The 
reason for this range of qualities was that the comic was in its initial stages, 
produced in its entirety by two teenage brothers Chris and Simon Donald. 
Its style is summed up by some of the names of its most famous characters: 'Johnny 
Fartpants' ('There's always a commotion going on in his underpants"), 'Buster 
Gonad' ("and his unfeasibly large testicles") and the 'Fat Slags' ("Oh dear. I don't 
fancy yours much") (See Illustration 2.33). There is little room here for nuance and 
subtlety: the comic will make jokes at anyone's expense and doesn't care who it 
offends. More recent issues have improved the quality of drawing and production, 
but only slightly. The comic Is a mixture. It looks like a less efficiently drawn 
Beano, and sounds like a surreal cross between a Carry On film and a Lenny Bruce 
monologue. Its least popular strip is consistently 'Billy the Fish' which is in fact 
much more subtle: a surreal parody of 'Roy of the Rovers'. In the Viz version 
Fulchester United's star player is their goalkeeper Billy the Fish ("born half man 
and half fish"), who undergoes terrible hardships for his team, which include in one 
episode, being buried under the pitch during a game, although this is not discovered 
until a player trips over his gravestone. In another episode Billy is nearly seduced 
by rival team boss Gus Parker, disguised as a beautiful model (Cindy Smallpiece) in 
an attempt to make him miss the cup final. These exaggerated, yet somehow 
uncannily accurate parodies of the oil pitch tribulations of the original Roy give 
the strip and "aesthetic of the second degree", already discussed in relation to 'Bill. 
The Viz parody of the Beano's 'Black Bob': 'Black Bag, the Faithful Border Bin-liner' 
carries similar overtones of surrealist parody. 
Whatever the strengths or shortcomings of the comic might be, it is hard to dislike 
it, partially because its creators never pretend that it is anything other, or better 
than it really is. Graham Dury describes the still basic Viz production values: 
The cartoons are shite and the comic's crap so there's no point in 
printing it on luxury paper"(60) 
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It has certainly had a remarkable press since its rise to fame. On the one hand it 
has found favour in The Listener. where it was seen as "the foul-mouthed monster 
from the Beano's id": 
Viz is a joke about comics as well as a comic with jokes ... Viz has 
an extremely shrewd grasp of popular culture. It knows precisely 
which personalities to go for. the ones its audience can be 
guaranteed to enjoy seeing assassinated(61) 
On the other hand, and perhaps equally surprisingly it has also been given a 
glowing review in The Sun. Here it was perceived as a rags to riches story in terms 
that sound almost like one of the paper's own adverts: 
There's no biz like show Viz. Its rude, crude and very vulgar. Viz 
magazine is the comic sweeping Britain - and its readers are in 
stitches. The biggest joke of all is that its startled Geordie 
creators are laughing all the way to the bank(62) 
The fact that most issues of the comic contain accurate scathing parodies of The 
Sun itself seems to have escaped the notice of the paper. 
Even The Guardian women's page could not bring itself to condemn the allegedly 
sexist 'Fat Slags': 
Amongst the smutty juveniles and parodies of Beano, Roy of the 
Rovers, The Sun and Private Eye that make up Viz. the Fat Slags 
stand out as the most appalling and the funniest strip, perhaps 
because they contain a hint of truth and tragedy"(63) 
The literary merits of the comic have been extolled by Auberon Waugh: 
I think if future generations look back on the literature of the age 
they'll more usefully look back to Viz than. for instance, to the 
novels of Peter Ackroyd or Julian Barnes ... simply because Viz has 
got a genuine vitality and a vitality of its own, a vitality which 
come up from the society it represents and these novelists 
don't(64) 
Waugh also confides that his favourite strip is the 1984-like Bottom inspectors. 
In 1986 Viz was taken over by_ Virgin Books, and in 1987 John Brown broke away 
from Virgin, taking Viz with him. During this period its sales rose dramatically. as 
can be seen from the publicity material aimed at potential advertisers by John 
Brown Publishing, in 1988 (See illustration 2.34). This also indicates that its 
readership is 85% male and 82% under 25. 
Asked about whether the takeover affected the comic's content in any way, Chris 
Donald claims: 
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Well we had to drop all the rude bits and we've had to make it less 
funny in order to appeal to a commercial market(65) 
In reality Viz is unchanging. The reasons for the success and its appeal lie 
fundamentally in its humour. Simon Donald describes it as: 
... the kind of humour that everybody laughs at but they tend not to admit it... I think our comic is probably the first time this 
schoolboy, cheap, vulgar humour which everybody has a laugh at 
- maybe some more than others, but it's the first time its been on 
paper(66) 
However there is a problem with this kind of humour which is that it is a 'one note' 
joke, that is really going nowhere. 'Johnny Fartpants' stories inevitably tend to be 
repetitive, and if such humour did seriously break down taboos, then it would lose 
its point. 
Whatever the nature of this appeal one thing is certain: it is very widespread. Tony 
Bennett of Knockabout comics believes that the role of present publisher John 
Brown has been vital: 
That's part of the key to the success of Viz - they appeal to a much 
wider range of people than ordinary comic buyers. John Brown 
has got to take a lot of credit for that - he's done a very good job for 
them(67) 
The most spectacular rise in the sales figures for Viz falls outside the date limits of 
this thesis. but it is nevertheless illuminating to look at the increasing print runs 
for the year 1989: 
Print Run 
1989: 
Issue 34 615,000 
Issue 35 861,000 
Issue 36 832,900 
Issue 37 817,000 
Issue 38 974,000 
Issue 39 1,251,356 
(68) 
On all these issues, actual sales figures were over ninety percent of the print run 
numbers. Inevitably such success has led to a rash, of imitators, including Gas, 
Poot, Smut, and Brain Damage, all f of which Simon : Donald dismisses as "not 
funny". 
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Chapter Three : Form and Structure 
In chapters one and two the kinds of drawing styles, narratives and ideas which 
have appeared in British alternative and underground comics have been examined. 
This has demonstrated some of the concerns of the counter culture, the influence of 
American material, and indicated some of the ways in which drawing style reflects 
meaning. 
In the main however, these chapters have been connected with the issues of content 
rather than form. Although drawing style is perhaps the most important element 
in the appearance of a comic there are also many other complicated factors in its 
design and construction which contribute to its overall impact. The purpose of this 
chapter is to examine these factors and thus try to establish more fully the nature of 
underground and alternative comics as a form. Indeed It will try to discover 
whether there is such a thing as underground or alternative comics in terms of their 
structure, construction and format. 
Because this is a complicated procedure this chapter has been divided into the 
following sections: 
3.1 Comics and Film 
There has been very little theoretical writing about comics, but a great deal 
about film, and the similarities between the two media are often remarked 
upon. For this reason the first section compares the structure of both forms 
to see if film theory can be utilised in any way in this analysis. 
3.2 The Language of Comics 
It is also necessary to have a more sophisticated definition of comics and to 
examine in detail the 'building blocks' and basic elements from which a 
comic is constructed. 
3.3 Analysis 
The analysis itself divides into five subsections: 
1 Basic Areas 
Following on from the examination of the language of comics three basic 
areas into which the analysis divides are established. 
2 List of Criteria 
These three areas are made up of thirty seven specific criteria used in the 
analysis. 
3 Methods of Application 
Where necessary criteria are then explained in more detail with 
reference to specific comics and problems of practical application. 
4 Excluded Criteria 
Some of the major criteria which were considered for the analysis but 
excluded are also discussed. 
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5 Applications and Conclusions 
Finally"a series of comics from different periods and of different types 
are analysed in detail. The results from these comics are presented in 
graph form, and a series of conclusions are drawn. 
3.1 Comics and Film 
Many elements in comics have overtones of the ways in which film is constructed - 
both utilise a system of 'montage' and 'shots' (frames), 'sequences' and 'camera 
angles', amongst other factors. Film is a medium which has already been the 
subject of a large amount of theoretical study. Although much of this work has 
actually been contradictory, it is interesting to compare the two media in a little 
more detail, to see if any of the existing theoretical work may be helpful in the 
exercise of analysing the 'construction of comics'. 
There are many potential ways of defining and dividing the experience of viewing a 
film and reading a comic. George H Thompson attempted to divide them on a 
psychological basis(1). For Thompson the film is dream-like and voyeuristic, 
offering incomplete glimpses of a series of events. Thompson also compares live 
action drama and 'narrative' (by the latter he means verbal 'storytelling'). 
Thompson presents some interesting arguments, particularly about the cognised or 
'specious present'; the duration of time which we perceive as the 'present' but which 
actually depends on both a forward and backward looking operation. Thus: 
In film we are compulsively drawn into each present moment by 
the changing nature of the screen images. Their visual 
impermanence is the source of their power. In comic strip we are 
involuntarily gripped by each panel... we have the pleasure of 
beholding slabs of the present. The pictorial nature of the strip, 
its visual permanence. reinforces the sense of presentness(2) 
However some of Thompson's conclusions are limited in their application as he 
seems to have only considered American newspaper adventure strips, although he 
does not give his specific sources. But this limited outlook leads him to characterise 
comic strips, rather unhelpfully as: 
Varied yet unchanging, full of surprise yet inevitable, 
spontaneous yet determined, casual yet deliberate ... (3) 
which can hardly be applied to all forms of comics. 
Equally Thompson, writing in 1975, can claim; 
Because the comic strip works principally . with 
highlights it has 
no satisfactory means of handling intricate actions, and lacks 
the resources to develop complex characters(4) h 
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More recent developments prove that Thompson is talking here about the 
limitations of the practitioners of American newspaper adventure strips at that 
time rather than the most outstanding comics produced after and indeed before that 
date. 
On the other hand, Marshall McLuhan distinguishes between films and comics by 
the level of their visual information. Thus for McLuhan comics are a "cool" 
medium whilst film is a "hot" medium. Hot media, like film and photographs, are 
high definition, and thus require less audience participation. Although McLuhan 
extends this "hot" and "cool" dichotomy across many other media and events, not 
always convincingly, he does not allow his categorisation of comics as "cool" and 
like "a crude woodcut" to blind him to their intense complexities. 
Not having anything connected or literary about them, and being 
as difficult to decipher as the Book of Keils. they caught on with 
the young(5) 
It is some of these complexities of construction which need to be examined further. 
Diagram (3. A) indicates some of the ways in which film is similar to comics, and 
other ways in which it is not. From this it can be seen that comics have to work on a 
system of implied equivalents to film and are most similar to silent film in that 
they both have to resort to the written word to imply sound. Obviously the vast 
majority of modern film includes moving subjects and frequently camera 
movement as well, neither of which are available to comics. Nevertheless, comics 
can imply flow and movement quite effectively, and research has shown that some 
readers remember imaginary frames which 'fill out' their memory of a comic 
page(6). 
Some of these differences between the two media can be demonstrated more clearly 
by examining a specific example. The 'shower scene' from Alfred Hitchcock's 
Psycho provides an almost unique opportunity as it exists not only in film form, 
but also in Robert Bloch's original novel, in the 'storyboards' for the film by Saul 
Bass, and also in a'frame blow-up' format edited by Richard Anobile. The latter two 
versions are in effect kinds of comic strip, although as we shall see. Anobile's 
adaptation in particular (which tries to accurately reflect the construction of the 
film) encounters difficulties partially because it does not use traditional comic 
techniques. As a further comparison I have also drawn my own one, page version of 
the sequence, distilling it down to sixteen frames, to show what a more traditional 
comic book interpretation might look like (See Illustration 3.3). 
Thus, although this was a controversial sequence in its day, and indeed remains so 
for many critics, it does provide an almost unique range of available sources: 
written text, storyboard, film and 'photo-comic'(7). Although it is not absolutely 
vital, it is interesting to look first at Bloch's novel, the starting point for the film. 
77 
/ 
ANIMATION FILM FILM COMICS 
(Sound) (Silent) (Sound) 
Drawn (can be combined with Photographic Photographic Drawn (may also some- 
live action) times be photographic) 
Black & White or Colour Black & White or Black & White or Black & White or 
Colour Colour Colour 
rn 
Drawing Style Lighting Lighting Drawing Style 
Slow, Normal, Fast Slow, Normal, Fast Slow, Normal, Fast Implied (by use of 
z 'speed lines' or merely 
changing positions from 
one panel to another) 
Camera Movement Camera Movement Camera Movement Implied 
(Pans, Zooms, etc) (Pans, Zooms, etc) (Pans, Zooms, etc) 
Dialogue Implied (written on titles) Dialogue Implied (written word 
balloons) 
Voice Over Implied (on titles) Voice Over Implied (thought 
balloon, text panels) 
Sound Effects (must be created Implied (very rarely used) Sound Effects Implied (onomatopetc) 
Z totally artificially and may be 
O unrealistic. exaggerated) 
U) 
Music Track Live Accompanist/ Music Track None (although music 
Orchestra may be implied by drawn 
notes this performs a 
different function to film 
background music) 
Diagram 3A: Film and Comics 
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The 'shower scene' is only twenty lines long, with one hundred and eighty-nine 
words used to describe the murder (See illustration 3.1) The heroine called Mary in 
the book is thus dispatched by a single (unlikely) blow which decapitates her(8). 
Bloch has commented: 
I could see why instead of having the young lady's head chopped 
off in the shower. Hitch had her stabbed. No decapitation In those 
days; I wouldn't have wanted that anyway(9) 
This short, almost throwaway passage then became a long sequence, the centre 
point of the film and indeed one of the most famous and most parodied scenes in the 
history of film. There has been some dispute about the inspiration behind the 
structure of the shower scene but certainly the next stage was a storyboard of the 
sequence by the graphic designer Saul Bass (See illustration 3.2)(10). Here, in thirty- 
two drawings Bass lays out a simple structure for the sequence, in a "comics strip" 
without words. Diagram 3B shows how this storyboard relates both to the film 
itself, Anobile's later 'static' version of the film and my own 'one page' version. 
This shows that there are both additions and deletions to Bass's version. There are 
two shower curtain ripping sections in Bass's storyboard (Nos. B10-13 and B22-24), 
one of which is dropped from the film. Equally there are fifty-one shots in the Mm 
compared to Bass's thirty-two, including some which are not on the storyboard (eg. 
shots directly into the shower head). 
But most interestingly from the point of view of a comparison between comics and 
films are the places where 'comics' have difficulty in recreating the action of the 
film. Perhaps most striking is shot number forty-nine from the film sequence. 
Each 'comic strip' version takes several frames to express the motion of the camera 
panning back from Marion's eye. None does it as effectively as the film, and none 
really gives the sense of the camera rotating at the start of the shot. To express 
motion towards, or away from the viewer is laborious for comics as some kind of 
multiple frame layout has to be used. Even a figure walking into the distance creates 
these kind of problems. 
Elsewhere, in the longest shot in the sequence. shot 8, there are further problems for 
the comic strip version, and still three in the single page version. In my own one 
page version some of the advantages of traditional comic devices are illustrated, 
however. The figure of mother (Frame C6) can be given greater physical prominence, 
giving her some of the menace lacking in the Bass version (Frames B5 and B6), 
although of course all the comic versions lack the surprise element of 'Mother' 
appearing in the film. As well as greater physical size I have allowed'the mother 
figure to fade away as the figure meets other frames. This serves several purposes. It 
increases Mother's physical size and dominance over the whole page. whilst 
echoing the blurred figure behind the curtain, and perhaps even suggests a 
supernatural element. 
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After that she stepped into the shower stall. The water was hot, and she had to add a mixture from the coin faucet. Finally 
she turned both faucets on full force and let the warmth gush over her. The roar was deafening, and the room was beginning to steam up. 
That's 
why she didn't hear the door open, or note the sound of footsteps. And at first, when the shower curtains parted, the steam obscured the face. Then 
she did see it there-just a face, peering through the curtains, hanging in midair like a mask. A head-scarf concealed the hair and the glassy eyes stared inhumanly, but it wasn't a mask, it couldn't be. The skin had been powdered dead-white and two hectic spots of rouge centered on the cheekbones. It wasn't a mask. It was the face of a cry old woman. Mary 
started to scream, and then the curtains parted further 
and a hand appeared, holding a butcher's knife. It was the knife that, a moment later, cut off her scream. And her head. 
3.1 Robert Bloch. Psycho 
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3.2 Saul Bass. Psycho shower scene storyboards 
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3.4 Psycho. Film Frame blow ups (Anobile) 
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3.3 Psycho. Author's version in comic form 
This comic page also includes onomatopeic words to indicate Marion's screaming, 
which are expressed in angular, jagged lettering to try and reflect the nature of the 
sounds. However this is certainly an area where comics fall dramatically short of 
films. Watching the sequence on film many times in slow motion, without sound, 
as I had to for this analysis, lessened its power. Comics cannot easily suggest the 
multiplicity of sound present (water, screams etc) but most importantly they lack 
the emotional power given to the scene by its music track, again one of the most 
famous in films, by Bernard Herrmann. 
Another advantage that the drawn comic version has over Anobile's version is that 
certain images can be clarified and improved. For example, frames C4 and C5 of the 
comic are able to clarify the shadow of 'Mother', compared to A9 and All, and 
frame C6 can make mother more dynamic using elements from both A14 and A24 
(See Illustration 3.4). In frame C8 the comic strip device of speed lines is also used to 
make mother's hand clearer than the pure blur in Anobile's frame A20 (See 
Illustration 3.4). Anobile does attempt to create more drama by giving certain 
frames greater prominence for example, Marion screaming in close-up (Frame A22) 
is enlarged to half a page, whereas normally his layout follows the standard comic 
book format of six equally sized panels per page. The layout of an actual comic page 
allows many different layers of meaning to be introduced. Although this one page 
example presents 'Mother' as the dominating figure (suggesting 'her' dominance of 
Norman in the film) the page could instead have been more neutral, concentrating 
on the shower head and images of water. The comic page also allows comparisons 
between panels - for example, the contrast between the carefree Marion of panel Cl 
and the dying Marion of panel C 11 can be taken in at a glance. 
Diagram 3. B compares four different versions of the Psycho shower scene. 
Version 1. Film Version, 1960 
The length of the sequence is presented here based on the available version of the 
Saul Bass storyboards, that is it begins with the first shot of Marion inside the 
shower curtains, and ends with the shot of her face on the floor. The length of this 
sequence is two minutes thirty seconds, and it consists of fifty-one separate shots. 
The overall shower sequence from where Marion is sitting at a desk to Shot 51 here 
only takes three minutes 21 seconds, and involves fifty shots despite repeated 
claims, by Hitchcock among others, that the scene required seventy camera set ups 
for forty-five seconds of finished film(11). 
The analysis of the shots is divided into three sections. Firstly the basic image 
content and camera movements are described, with any movement or action of the 
characters added after a code letter. The reason for this split was to try and separate 
the visual content of the image (which could be directly translated to a comic) from 
the movement (which is most difficult to express in comics). The code letter refers 
to the basic viewer position, or camera angle. These are based on a diagram of the 
shower as follows: 
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To this have been added the code H for high angle, le. shots which are virtually 
directly looking down on their subject from above. 
Interestingly it is only from viewing the film, as Marion moves about the room and 
shower that it is possible to obtain any reasonably accurate sense of the space of the 
room as it existed in three dimensions. All three printed versions are much more 
unclear, or confusing about space and relative locations. 
Version 2. The second version is a series of frame blow-ups compiled by Richard J 
Anobile in 1974 as part of his Film Classics Library, published by Picador. 
For this reason, it obviously follows the filmed version very closely, with extra 
frames sometimes used to try and convey more complicated action, or camera 
movements. Shot A56, of Marion, the shower curtain and part of the room from 
above was missing from both version of the film which I was able to view. No code 
letters have been added as each frame obviously repeats the film exactly. 
Version 3. The storyboard for the sequence, drawn by Saul Bass in 1960. 
The storyboard suggests some of the shots for the final film, but is much shorter, 
and contains unused sequences. Code letters have been used assuming a set similar 
to that used in the final film. However some shots are still unclear and have just 
been left with a question mark. Frames which appear in separate boxes are those 
which seem to have no direct equivalent in the final film. 
Version 4. One page comic strip. 
I have drawn this single page strip simply to indicate one possible way in which the 
whole sequence could be translated into comic strip. The images are based on those 
in Anobile's book, and therefore repeat the angles shown in the film, although 
many images have been altered slightly, mainly for reasons of composition (for 
example in Frame C6). They also follow the sequence of the film with one exception. 
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Frame C12 of Marion's hand relates to 'shot 42 of the film. However if it was left in 
its original position, in front of C 11 (Shot 43 and Frame A5 1) it made the meaning 
of the final frame of Marion's face ambivalent. With frame C 11 as the final frame it 
could be interpreted as meaning that Marion was actually recovering. This is 
different in the film because we can see that in shot 43 Marion is sliding down the 
wall, prior to slumping on to the floor. If frame 12 is made the final frame its image 
is much more clearly that of Marion dying - of a kind of 'last gasp'. In this it uses 
the image of the 'collapsing' hand as a image of death that was used at the end of 
Lewis Milestone's All Quiet on the Western Front (1930), and in many subsequent 
films. In film terms it has probably been so overused as to become a cliche. but this 
very familiarity can be used in the comic strip to try and make the meaning of the 
wordless page clearer. 
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1 FILM 2 ANOBILE 3 BASS 4 COMIC 
1Marlon - full face (U Al Marion - shower running BI Marion's full face, to CI Marion full face in shower (L) 
turns shower on shower (U 
2 Shower head, low angle (R) A2 Shower head C2 Shower head 
looking Into stream 
3 Marion (U A3 Marion B2 Marion profile close-up (B) 
4 Marion - profile (F) she turns A4 Marion profile B3 Marion profile (B) 
5 Marion - closer (F) she tune 
6 Shower head (F) AS Shower head 
7 Marion (B) A6/7 Marion C3 Marion 
8 Marion (Higher angle) and AB Marion (higher angle) B4 Marion profile and curtain 
'Mother' (B) enters camera 
pans, she pulls back curtain 
and raises knife A9 Marion, shadow of 'Moth 85 Marion with shadow of C4 Marion and shadow of 
behind curtain 'Mother' on curtain (B) 'Mother' 
A10 Marion, shadow of 
Mother' behind curtain 
All Marion, close-up shadow C5 Marion, close-up shadow 
of'Mother' behind curtair 
A12 Shadow of'Mothef 
A13 'Motte pulls back the B6 pulls back the 'Mother' 
B curtain 
A14 'Mother' raises knife 137 Knife in hand (B) C6 'Mother' raises knife 
B8 Knife close-up (B) 
9 Marion (Fj she turns A15 Marion 
10 Marion close-up (F) she Alb Marion close-up C7 Marion close-up screaming 
screams screaming 
I1 Marion's mouth (Fy A17 Marion's mouth B9 Marion's mouth 
screaming 
l l ) (B) h ' ' i i A18 'M th ' 
g. M 
---- BI ÖH t i ower ang e Mot er ( 12 s ng o er ra a cur a n 
stabbing knife, 'Mother' with knife BI I Shower curtain rims 
A19 'Mol, her' with knife B12 Curtain rings breaking 
B13 C urtafn rin breaking off 
13 Marion (F) blow strikes A20 Marion, blow falling C8 Marion, blow strikes 
A21 Marion, blow strikes 
A22 Marion screaming 
14 Mother (B) stabbing A23 'Mother' B14 'Mother's arm and 
A24 'Mother' raises knife knife (R) 
15 Marion's and 'Mother's 
arms (L) as she stabs 
16 'Mother' and Marion (H) A25 'Mother' and Marion B15 Marion, hand raised (F) 
struggling struggling 
17 Marton s face (F) screaming A26 Marion screaming 
18 Marion and 'Mother' (H) A27 Marion and 'Mother' B16 Marion, hand raised (F) 
struggling struggling 
19 Marion (F1 screaming A28 Marion screaming 
20 Marion and 'Mother' (14) 
struggling 
21 'Mother' (B) stabbing A29 'Mother' raising knife 
A30 'Mother' stabbing 
22 Marion (F) falls to left A31 Marion 
23 'Mother' (B) stabbing A32 'Mother, raising knife 
A33 'Mother' 
24 Marion close-up (F7 A34 Marion 
25 'Mother's face, close-up (B) 
stabbing 
26 Marion (F) screaming 
27 'Mother' (B) stabbing 
28 Marion M 
29 'Mother' (B) stabbing A35 'Mother' stabbing 
30 Marion's torso (Fj knife A36 Knife enters torso C9 Knife enters torso 
enters 
31 Marion (F) A37 Marlon 
32 'Mother's hand and knife A38 Knife 
(B) falling 
33 Torso (IJ A39 Marion's torso 
A40 Marion's torso 
34 Marion (Fj screaming A41 Marion screaming CIO Marion screaming 
35 Marion s legs and feet (A) A42 Marions legs and feet 
blood flows into water 
36 Marion (F) 
37 (F) 
38 Marion's legs and feet (H) A" Martin's legs and feet 
39 Marbds hand (F) A45 Marion's hand 
40 Marion's head and arm A46 Marion's head and arm 
from rear (F) 
41 'Mother' (B) leaving room A47 'Mother' leaving 
42 Marion s hand on wall (F) A48 Marion's hand 
slipping down A49 Marion's hand 
43 Marion, camera pans down A50 Marion facing the wall 17 Marion facing wall (F) 
as (F) she turns and slips down 
reaches out 
A51 Marion, full face 18 Marion slipping down (F) Cl I Martin full face 
A52 Marton, full face 1 Marion slipping down 
r 
C12 Marion's hand 
A53 Marion, reaching out 20 I4arion s han3 an(necc 
Marion's hand on rail 
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1 FILM 2 ANOBILE 3 BASS 4 COMIC 
A54 Marion, reaching out 
44 Marlon s hand (U reaches A55 Marion's hand on curtain B22 Marlon 's hand on the 
out to curtain curtain (B) 
A56 Marion and curtain 
from above 
45 Shower curtain rings (I-0 A57 Shower curtain rings 
breaking off 
A58 Curtain rings breaking o B23 Curtain rings breaking (B) 
A59 Curtain rings breaking o B24 Curtain rings breaking (B) 
46 Tollet, at floor level with A60 Toilet B25 Marlon 's feet (B) 
Marion (L) as she drops to 
floor A61 Marion's head and arm B26 Marion's slumped body (B) 
on floor 
47 Shower head lower angle (R) A62 Shower head 
looking Into stream 
48 Marlons feet prone, pan A63 Marion's feet 
across, then into close up of 
plugholc (1-0 A64 Plughole B27 Blood in bath (B) 
B2 8 Plughole 
A65 Plughole 13 Flughofe close-up 
A66 Plughole close-up with B29 Eye and face superimposed 
superimposed eyes over plughole 
49 Dissolve to Marion s eye (F) A67 Marion's eye close-up 
camera rotates and pans 
back 
A68 Marion's eye close-up B30 Marion's eye (Fi C14 Marion's eye 
A69 Marion's face B31 Marion's face (F) C 15 Marion s face 
A70 Marlon s face with floor B32 Marlon s face on floor (F) C16 Marion's face on floor 
50 Shower head (L) All Shower head 
51 Marion's head, camera (F) A72 Marion's face 
pans across to newspaper 
Diagram 3. B Four Versions of Psycho 
(F) = Front CB) = Back (L) = Left (R) = Right (H) = High 
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In terms of their production there are few similarities between the two media. 
Although both frequently operate within the mainstream of 'popular culture' they 
are produced in radically different ways. Film, even in the case of a cheap 
independent production, is a costly, time-consuming and largely collaborative 
exercise. However, the creative input behind a comic may come from one or two 
people. and the printing and distribution of a single comic would not pay for a single 
day of average feature film's production or advertising. For these reasons the 
auteur theory., which raises some commercial directors to the forefront of this 
collaborative exercise as "creative artists" has little relevance to the present 
comparison(12). 
Some film theories which deal in more detail with the construction of film but are 
concerned with the movement and flow of images also have little relevance. For 
example, the dichotomy between Einstein's theory of montage (meaning is 
constructed by the juxtaposition of shots) and Bazin's support of 'realism' in 
cinema (the reflection of a 'photographic reality' by the use of long takes) does not 
represent a genuine choice for comic artists. Although the 'pace' of comics can be 
altered by the number of frames used and the length 'of text panels, it remains 
essentially a medium of montage. Its meaning must be constructed by changing 
images as it has no real equivalent of the 'long take'. The 'splash' or full page panel 
arguably attempt to achieve this, but in a very ineffective way. For this reason one 
section of the following analysis, will concentrate on the number of frames used and 
the amount of text panels and word balloons per page which should give a sense of 
the 'pace' at which any particular comic story flows. 
Although the similarities between film and comics are tantalising, they are largely 
illusory in this context. Both forms construct meaning from separate images 
('shots' or 'frames'). The viewer then has to make a series of connections to make 
sense of the 'snippets' of information with which he is presented. But their physical 
form, the skills required to understand their meanings and their psychological 
effects are all basically different. Indeed, the common devices which they do share 
were developed independently, as Francis Lacassin points out: 
... with a few rare exceptions, the comic strip gathered most of its 
resources without recourse to the cinema, and often before the 
latter was born. But it would be rash to deduce that the latter is a 
tributary of the former(13) 
But these comparisons between film and comics also explain one of the underlying 
reasons for the existence of this chapter. In looking at 'underground' film of the 
nineteen-sixties (and before and after that decade) it became evident that there 
seemed to be a radical difference in the form that the majority of underground films 
took, and the form that their counterparts in comic assumed. Underground film 
was, almost by definition 'avant garde' and experimental. It questioned the very 
nature of the traditional, commercial Hollywood film. In the films of Stan 
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Brakhage, Stan Van Der Beek, Jack Smith and many others traditional narrative is 
normally secondary, and even the basic rules and language of classic films are 
abandoned. Thus underground films may use jump cuts'. be out of focus, shot 
upside down, and may indeed abandon film as a form of representation at all(14). 
This experimental trait of underground film was noted by Parker'Iyler in 1969: 
Both Joyce' and the avant-gardists of film, who thus established 
the existence of Underground Film, set out to show that art could 
feed at the very sources of poetic imagination without using 
conventional narratives or respecting the naturalistic mode of 
the novel(15) 
Tyler also charts the gradual move away from true 'avant-gardism' by some 
contemporary film makers, in particular Andy Warhol (and Paul Morrissey). This 
was to lead Morrissey, Warhol's protege, to later make such films as Flesh for 
Frankenstein (1974) and Blood for Dracula (1974), which used the technical style 
and distribution methods of the mainstream cinema. As Tyler also points out: "the 
hardest thing for a very radical idea to do is to stay very radical"(16). 
Films like Flesh for Frankenstein still retain some underground characteristics in 
their concern with sex and violence as subject matter. But perhaps one of the 
reasons for underground films constant experimentation was the fact that this 
taboo subject matter (which also appears in underground comics) was already being 
appropriated by mainstream cinema. Thus it was an act of rebellion for a comic to 
use 'taboo' subject matter, but hardly an event for a film to do so. Groundbreaking 
commercial films like Who's Afraid of Virginia Woolf (1966), Blow Up (1966); 
Satyricon (1969) and Last Tango in Paris (1972), had pushed back barriers in 
relation to language, nudity and sex. Of course there was still the option for 
underground film makers to produce even more explicit sexual material as Warhol 
did, for example in Blue Movie (1969). But one of the reasons for the difference 
between underground film and comics was that a comic could define its 
underground nature by its content, while a film could not. Certain underground 
film makers, for example, the Kuchar Brothers, and the later Andy Warhol films, 
demonstrate a great interest in, or even love for traditional Hollywood films, but 
these were the exceptions. On the other hand it seems in the main that underground 
comics retain and reuse the classic forms of construction used since the turn of the 
century. Experimental comics appear to be in the minority. 
3.2 The Language of Comics 
In order to discover what is experimental in terms of the construction of a comic it 
is first necessary to establish a description of the 'normal' comic. 
`Normality' in terms of comics can then be defined by the type of comic, its subject 
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matter, its potential market, distribution methods and publishing company. In 
Britain IPC (Fleetway) and D. C. Thomson, and in America Marvel and DC Comics 
may be said to be the 'normal' types of mainstream of publishing firms. They 
produce large numbers of comics mainly aimed at children, to be sold in high street 
newsagents. For the purpose of this study the following categories were defined as 
being four basic areas which could be compared: 
American Mainstream Comics (Marvel/DC) 
American Underground Comics (Crumb, Shelton, 
Moscosco) 
British Mainstream Comics (Eagle, 2000AD etc) 
British Underground Comics (Emerson, McKie etc) 
From this list it may be seen that it is possible. perhaps likely, that a series of 
'normalities' may be perceived in these sources. There may also be a typical Marvel 
comics style of 1965 which is different to that of 1985. These differences, if they 
exist, must then be compared to see if there is a band or spectrum within which a 
standard type of comic falls. British newspaper strips have been omitted from the 
survey as they very rarely extend beyond the four panel format, which because of its 
physical limitations cannot be included. The samples that are examined will also 
have to be analysed. 
If. for example, three Marvel comic artists of 1965 work to a basic pattern, but one 
does not, it might be assumed that the three represent a 'Marvel house style'. which 
the other artist works outside. Alternatively, all four artists might produce 
different results, meaning that the company did not impose a strict house style at 
that time. It might even be the case that an individual signature could be perceived 
in some results. It would then still be necessary to check whether these results fell 
within a band or pattern of 'normal' standard comic structure. If not, it may then 
be the case that an individual artist's work might be Identified by Its form and 
structure, much in the way that has been attempted with film directors. 
The only way to establish this with any degree of certainty is to look in greater 
detail at the characteristics of the form that comics usually take. A form of 
analysis needs to be created which will allow an empirical description of any given 
comic to be made. Unfortunately no such system for the analysis of comics already 
exists, and to create a complete system would be an immense task. However, in the 
rest of this chapter a basic model will be constructed, and applied to a range of 
differing types of comic. 
The remainder of this chapter falls into three sections, as follows: Firstly, a more 
detailed definition of comics themselves, then a basic survey of the language of 
comics, and finally the analysis itself. 
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It is surprisingly difficult to find a good definition of comics. This is partially 
because the work does not even appear. except with other meanings. in some 
standard dictionaries. Where definitions do appear they are not very 
consistent(17). For example, Webster's Dictionary states: 
Comic (3a): a group of cartoons or drawings arranged in a 
narrative sequence(18) 
While Collins Concise Dictionary states: 
Comic Strip: a sequence of drawings in a newspaper magazine 
etc., relating a comic or adventurous situation(19) 
Although both definitions go some way towards describing the type of comics which 
have appeared in the later twentieth century, they do not quite isolate the specific 
meaning of the word which is necessary for this exercise. Unfortunately, specialist 
writers in the field of comics are, if anything, less helpful. 
In the World Encyclopaedia of Comics Maurice Horn states: 
As cannot be sufficiently reiterated, the comic strip is 
emphatically not a medium of graphic narration. The narrative 
in the strip is not conveyed visually, but is expressed in both 
pictures and words(20) 
Unfortunately Horn is here confusing the norms of the comic strip with an actual 
definition of the medium. Although most comics use a combination of pictures and 
words this is not an absolute prerequisite. Comics of different kinds have 
experimented with 'graphic narration'(21). 
Horn continues: 
It is therefore futile, as some uninformed critics still do, to relate 
the comics to early modes of visual narration: there is as much 
generic distance between the comics and the Trajan column. .. as 
exists between the cinema and shadow theater(22) 
The 'uninformed critics' of this quote include George Perry and Alan Aldridge(23). 
However Horn also forgets other precursors mentioned by Perry and Aldridge such 
as Egyptian tomb painting and the Bayeux tapestry, which do conform to his 
definition of combined visual elements and text. Thus the "generic distance 
between comics and the Trajan column" is arguably much less than that which 
exists between cinema and shadow theatre. Comics and early visual narratives like 
the Trajan column share most basic characteristics except the material from which 
they are made: cinema's vast technology. colour. photography and dependence on 
persistence of vision separate it dramatically from shadow theatre. 
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Robert C Harvey argues that comics have three main elements: 
By common consent, a comic strip consists of the following 
elements: (1) a narrative (humorous or serious) told by a sequence 
of pictures (called "panels"). (2) a continuing character or cast of 
characters, and (3) text or dialogue included within the pictures 
(customarily in the form of "speech balloons" issuing from the 
characters' mouths). It is a narrative of words and pictures, both 
verbal and visual, In which (to add Stephen Becker's distinctive 
contribution to the definition) neither words nor pictures are 
quite satisfactory alone without the other. It is the 
interdependence of word and picture that gives to the comics their 
most unique and distinguishing characteristic(24) 
However the assertion that neither words nor pictures are quite satisfactory 
without each other is again to do with conventions rather than absolute definition. 
Using this criterion as a definition leads the author to the odd situation later in the 
article where he describes a Johnny Hart 'B. C. ' strip with a verbal joke as 'less of a 
comic strip' than one which uses a joke which depends on the combination of words 
and pictures. It can be argued, of course, that the latter example makes better use of 
the medium, but that is rather a different thing. Fredric Wertham, the bane of 
American comic book publishers in the early nineteen fifties, was in no doubt that 
as a medium they were responsible for the spread of illiteracy. This belief was based 
on the assumption that in comics books there was a primacy of image over the 
written word that would inevitably be to the detriment of the latter. He wrote: 
A very large proportion of children who cannot read well 
habitually read comic books. They are not really readers, but 
gaze mostly at the pictures, picking up a word here and there(25) 
Wertharn seems to have ignored completely the fact that there may have been other 
factors in the illiteracy of the children he consulted. In fact very little research has 
been done into the ways in which comics are actually read. 
However there is now a body of work which suggests that the opposite of Wertham's 
conclusions are true: that comics can in fact be a tool which can be used against 
illiteracy (26). At the very least the whole issue is one which is much more 
complicated than Wertham allows. At worst Wertham can be seen as a polemicist 
who fits half-baked 'facts' into fallacious and prejudicial theories. The fact 
remains that his book was very influential both in America and Britain, and only 
served to damage the reputation of comics, while also muddying the waters about 
what comics were and how they worked. 
The essential quality of comics is the sequential nature of their images. That is the 
quality which links comics of all periods and countries. If it is a definition so wide 
that it includes many artefacts not usually thought of as comics, then that does not 
mean that it is invalid. It only requires the adjunct that comics are normally 
printed on paper in multiple editions to limit the definition to what we normally 
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think of as comics in the twentieth century. It is not even essential as Horn and 
others seem to assume. that a comic must have a narrative content at all(27). 
A basic definition of comics as a form might therefore be: An arrangement of 
sequential images. 
Thus for example. Hogarth's Marriage a la Mode series would not qualify as comics 
in their form of separate paintings. However when presented as prints, in the 
following pages of a book or reproduced in sequence on one page, they become 
manifest in the form of a 'comic' The language of comics is in fact very 
complicated, and its conventions vary from genre to genre and from country to 
country. Because the basic language is learnt in early childhood it is easily 
assimilated. The following is just a partial list of these rules and conventions, 
which Umberto Eco has described as the "semantics of comics". The ability to 
comprehend these rules would of course depend on the understanding of the 3-D 
illusion of drawn images and the ability to read conventional language. The 
'language' of comics then acts as a third set of conventions which overlay and inter- 
react with these pre-existing rules. 
FRAMES 
Frames enclose drawings which represent sequential episodes 
The gap between frames thus represents and indeterminate time 
period 
Closed off section of the panels are used for explanations of, or 
comments upon the narrative which may not otherwise be self- 
evident. The explanations may also appear in total separate but 
physically adjunct panels 
Panels may be uniform is shape and size, or irregular. Larger 
or unusually shaped panels may be used to emphasise emotional 
(or action) highlights in the narrative 
An absence of frame lines may have no significance, or it may 
indicate a 'flashback' in the narrative, or dream sequences, as 
may a panel with wavy, or jagged lines 
One panel inside another may be used either to highlight an 
enlarged detail of the main frame, or to indicate an almost 
simultaneous event 
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WORD BALLOONS 
Balloons enclose the word spoken by the character at whom the 
sharp projection from the balloon is pointing. Balloons are 
'imaginary' devices in terms of the pictorial narrative - they do 
not occupy a place on the illusory 3-D space of the frame. More 
rarely speech 'balloons' may be square 
Jagged word balloons indicate shouted words 
Cloud shaped balloons indicate the thoughts of a character 
Split word balloons indicate a short time gap between the two 
elements 
Having described the physical characteristics and appearance of comics it is now 
necessary to look in more detail at the language that they use, and the vexed 
question of narrative. It is certainly true (and reflected in the definitions quoted 
earlier) that comics are almost always used for narrative purposes. Yet this is a 
convention, albeit a very strong one, rather than a necessity. What needs to be 
established at this point is the ways in which the narrative is normally expressed. 
Horn's insistence that comics are a combination of words and images is again only 
a common convention, as mentioned earlier. But most comics which do use this 
form have established something akin to 'transparent narrative' of classic 
Hollywood cinema(28). It is based on a series of conventions that become almost 
second nature to the reader and thus allow the narrative to flow without apparent 
interruption. Of course comics cannot compare to cinema in the effectiveness of 
this illusion of 'realism', but nevertheless a set of well established rules exists to 
make the comic form as accessible as possible. The way in which this can affect 
their creators is described by Angus McKie: 
You're not [always] trying to draw people into the comic when 
they're reading it, almost like running a film in their head and 
just getting lost in it. You can do the same with the written word - 
when you're reading a book you can just be there, inside it. 
But... in drawing comics maybe you're not always trying to create 
a world where your drawing people in, but you're trying to make 
them conscious of the medium they're looking at(29) 
In a sense this implies that a 'standard' comic which uses all its devices in a very 
ordinary way is trying to create an illusionistic narrative. It is trying to make the 
reader unconscious of the medium, and-thus favouring the narrative above all else. 
Conversely, it follows that an artist who uses unusual structures and devices is in 
danger of impairing this narrative. He is therefore placing the graphic design and 
experimental nature of his work on a par, or even above, a strong 'storytelling' 
element. 
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3.3 Analysis 
The main structure of this analysis and many of its categories have been derived 
from Will Eisner's Comics and Sequential Art(30). - There have been no major 
purely theoretical studies of the form and language of comics to use as a starting 
point. Eisner's book is essentially a guide for practitioners who wish to understand 
some of the possibilities of the medium. As such, and given Eisner's preeminence 
amongst living American comic strip artists, it is in fact an excellent starting point. 
Not only does Eisner have over fifty years of experience of writing and drawing 
comic books and comic strips of all kinds, but his work for much of this time has 
been full of invention and experiment. 
3.3.1 Basic Areas 
The criteria which have been chosen have been divided into three areas: A. Basic 
Form; B. Page Design; C. Narrative Structure. 
A: Basic Form attempts to describe the basic physical appearance of the comic: its 
size, length and so on. Some of the sections also bear upon page design (for example 
frame and balloon style) or narrative structure (in particular 'reading path'). 
However all these sections deal with a phenomenon which lasts throughout the 
story. They are basic styles of methods which cannot be enumerated. Thus they are 
expressed as code letters which give an overview of the kind of comic being dealt 
with in each individual case. 
B: Page Design deals more with the minutiae of page layout and covers those 
elements of page design which can change more radically throughout a strip, in 
particular panel design. 
Three sections also relate to section C: Narrative Structure: word balloons, text 
panels and onomatopeic words. Their frequency equally effects page design 
however, and they have been included in this section because they can be so 
numerous. 
C: Narrative structure looks at what happens within the frame, and the methods 
used to construct narratives, where these exist. 
3.3.2 List of Criteria 
A: Basic Form 
1 Size: A4, A5, B (US comic size 15 x 10.5cm) N (full newspaper size 55 x 36cm) 
or other as measured 
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2 Length 
The overall page numbers of the individual story being analysed have been counted. 
Thus a single page episodic strip would be counted as only one if each page contained 
a separate episode, but the overall number of pages of a continuing serial strip would 
be counted, irrelevant of the number of pages appearing each week. 
3 Colour. C= Colour. B&W = Black and White: C&B = mixture of both 
4 Genre 
The concept, of genre is in fact quite complicated. The criteria which actually 
constitute a genre have (once again) already been discussed by many authors in 
relation to film. However it is introduced here as a simple shorthand guide to the 
type of comic involved, and this includes such categories as 'anthology' which do 
not constitute an actual genre area at all. 
The purpose of this category is to see whether any characteristic patterns of 
structure which emerge are endemic to any particular genres. It may well be that 
there are no such connections, but if any emerged it would begin to move into the 
territory which has characterised the debate on film genre which has dealt with the 
underlying conventions and structures which actually make up a true 'genre'. 
The categories are taken from the Comic Book Price Guide 1986-1987. 
An Anthology Mg Magic 
Av Aviation M Movie 
Cr Crime 
D Detective 
F Funny Animal 
H Costume/Superhero 
Hr Horror 
Hm Humour 
J Jungle 
Lit Literature 
R Strip Reprints 
Re Religious 
Sf Science Fiction 
Sp Sport 
Ta Teenage 
Tr True Fact 
WWar 
Ws Western 
These categories are aimed at mainstream American comic books and although 
they cover the majority of possible genres, the following category has also been 
added: U Underground. 
5 Drawing Type: Cl Cartooning 1 
C2 Cartooning 2 
C3 Cartooning 3 
B1 Big Foot 
11 Illustration 1 
12 Illustration 2 
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6 Basic Frame Style 
Applied to the method used to produce the frame lines in the greatest number of 
panels in a strip (special frames which occur for small sections will be covered in 
sections 13-18). Most comic books use ruled frames, some are hand drawn, and 
sometimes no frame lines are used at all. 
Thus: R= Ruled, H= Hand Drawn, N= None. 
7 Basic Balloon Style 
Similarly the style most frequently be used for standard dialogue word balloons in 
the strip is recorded in this section. Special cases are not included (eg. thought 
balloons). 
R. = Round, S= Square, 0= Other. N= None 
8 Basic Lettering Style 
Again the method of actually producing the normal text and dialogue letters is 
recorded as follows: 
R= Ruled (stencil) Capitals, H= Hand Drawn Capitals, O= Other (eg. Lower 
Case, Gothic Script etc), N= None 
9 Onomatopeic style and size: 
S= Solid, L= Lettered, O= Other. N= None 
Numbers which follow the letters express the largest percentage size of a 
frame taken up by an onomatopeic word, eg S7 = Solid Style. 70% of frame 
height 
10 Border Style 
The borders between panels are normally left blank. However sometimes the 
borders may be a solid tone or colour, or may even not exist at all, as panels are run 
together, and divided only by lines. Thus: 
P= Plain (normal gaps). S= Solid (tone or colour), N= None (panels not 
divided by any space, but by single lines, or run together with no definitive 
divisions at all). 
11 Reading Path: 
S= Single, M= Multiple or Unclear 
B: Page Design 
12 Panels: 
The average number of panels per five pages of each story. Sections 10-15 describe 
the different design patters available, thus their total numbers will equal the figure 
for section nine. 
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13 Panel Style: Irregular 
Includes all panels which are not made up (in the main) of straight parallel lines - 
for example "cloud" shape panels. 
14 Panel Style: Broken 
Includes all panels in which the frame lines are incomplete or non-existent on at 
least one or two sides of the panel. 
15 Object Based (per 5 pages) 
16 Panel Style: None 
A complete absence of frame lines on at least three sides of the panel. The bottom 
line of the panel may cut-off a figure with no other panel lines, for example. Differs 
from the above style in that the object or character drawn in the panel does not in 
any way form part of the frame line. 
17 Panel Style: Geometrical 
To include all geometrical shapes except the square and rectangle (eg. circles, 
combination of rectangles and circles, etc). 
18 Panel Style: Rectangular 
Square and rectangular panels. 
19 Panel Layout: 
overlaid (per 5 pages) 
20 Angle (per 5 pages) 
21 Word Balloons (per 5 pages) 
22 Text Panels (per 5 pages) 
23 Onomatopeic Words (per 5 pages) 
C: Narrative Structure 
24 Sequences 
25 Breaks in Chronology 
26 Symbolic Devices 
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27 Multiple Images 
28 Long Shot 
A long shot is defined as the range between a landscape and a frame which shows 
most of the characters in a scene or much of the background. 
29 Medium Shot 
Defined as a frame which shows a small number of characters (or just one) from 
half figure to full length figure. 
30 Close-Up 
Defined as the range from a frame which shows a face. or hand, to one which shows 
less than half figure. 
32 Non-centrality of Character 
33 Non-eye Level 
34 First Person 
35 Images Outside Panel 
36 Images Across Panel 
37 Breaks in the Picture Frame 
3.3.3 Methods of Application 
Some of the sections require further explanation: 
5 Drawing Types 
There was some difficulty in ascribing a code for drawing types. The codes as 
finalised are not meant to describe drawing styles, as arguably any given artist may 
have an individual, even unique style. Although there is much influence, and 
indeed straight copying in the world of comics, there are still many very distinct 
styles. For this reason only very broad types of drawing have been described, and 
the number of these categories has been cut down from over twelve at one time in the 
analysis, to six, as follows: 
C1 Cartooning 1 
Describes the broad, simple, most rounded form of drawing, with 
minimal detail, exemplified by Schultz or Carl Barks 
C2 Cartooning 2 
Describes a range of more angular styles, still very simplified, but 
with more 'realistic' detail and with more verisimilitude, as 
practised by Herge, or Dudley Watkins 
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C3 Cartooning 3 
Describes a range of styles, both rounded and angular but with more 
detail, including the use of cross-hatching and tone, exemplified by 
George Herriman or Robert Crumb 
B1 'Big Foot' 
Describes all the classic 'superhero' styles with hard edged figures, 
often exaggerated, with solid blacks. The term is one used in 
American comic book circles to describe the literal exaggeration of 
characters with 'big feet'. It is used herein a wider sense to include 
many standard comic drawing styles which exaggerate and/or 
simplify the human body, and thus covers a range of work from Jack 
Kirby to Will Eisner or to Bob Kane 
11 Illustration 1 
Describes detailed, almost photographic drawing, with obviously 
'realistic' figures (often based on photographs, or models) as 
exemplifled by Hal Foster and Frank Hampson 
12 Illustration 2 
Describes a range of styles, perhaps starting from fairly 'realistic' 
figures, but using strong 'graphic equivalents' or painterly styles to 
express the image including the work of Bill Sienkiewicz 
U Unclassified 
Although category 12 covers a wide range of styles there are still a 
number of styles which are so unusual or unique that they cannot be 
included, even in any of these broad categories. These unusual styles, 
which are, almost by definition 'experimental' styles have been put 
together in an 'unclassified' or 'unclassifiable' section 
This method, or indeed any method of classification creates potential problems in 
application where one artist may be on the borderline between two areas. Some 
artists also work in more than one style (eg. Moebius/Giraud) and others change 
their styles quite drastically over their career (eg. Joe Kubert or Barry Smith). In 
order to minimise some of these difficulties, and make the categories involved 
clearer the following is a list of major comic artists and the categories in which they 
have been classified. Once again, this very basic classification has been devised to 
see if there is any relation between these types of drawing and the type of structure 
used by any given artists. 
Cl C2 C3 B1 11 12 U 
Carl Barks Chester Gould Robert Crumb Steve Ditko Rob Embleton BW Sienkiewica Savage Pencil 
Charles Schultz Leo Baxendale George Herriman Wayne Boring Frank Hampson 
Dudley Watkins GilbertShelton Jack Kirby Hal Foster 
Hergb Jim Steranko 
Tom Browne Bob Kane 
8 Clay Wilson Wally Wood 
Will Eisner 
Milton Canii 
97 
9 Onomatopeic Style and Size 
Style is expressed in the following letters: 
S= Solid eg WHAM, L= Lettered eg KNOCK. O= Other eg. ornate or decorative 
styles 
N=None 
They may be followed by numbers which express the largest percentage height or 
breadth which any onomatopeic word takes up in the strip. This number is 
expressed as one-tenth of the relevant percentage eg. 6= 60%. To try and express all 
the relative heights of 'Sound Words' in a strip would have been too cumbersome, but 
this method at least gives an indication of the importance that they have in the 
design of a given strip. Thus the two frames: 
OD 
D 
0 
oq 
could both be expressed as S10 (eg. solid style. 100% size). 
The following frame: 
ýý1 
\ 
would be expressed as L5 (eg. lettered style, 50% size). 
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If onomatopeic words used are so small that they are less than 10% of the frame 
size, no size number has been added. 
11 Reading Path 
There is a traditional reading path for comics in Western cultures, as described by 
Eisner(31). It begins in the top left hand corner and runs horizontally left to right 
until it reaches the bottom right hand corner. This path is strongly ingrained and 
in order to break it some obvious indicators are normally required. Arrows may be 
used to direct the reader, although this usually occurs when there is some slight 
confusion about the traditional reading path, for example, when a long vertical 
frame has broken up its natural flow (See illustration 3.5). 
The reading path may also be subverted by parallel action, in which two sets of 
images physically echo each other. In Eisner's Two Lives, from 1948 (See 
illustration 3.6) the opening pages may be read either horizontally or vertically 
across the four 'comic books' shown on the page. 
FEEL. THE MEAf. " WE MWST BE WELL 
BELOW THE EARTH'S CRUST BY NOW! IF 
OUR GEOLOEIBT6 ARE RIGHT. WE'LL """"a" """ "- ""'ý" " '"""""' °'""" "° 
BOON^FR)' 
" MWYr 
m 
ýý .. Rryý $w fr~ýtriw- 
"6 
!1 
BUT BEFORE THEY CAN EXCHANGE 
ANOTHER WORD. THE STARTLING JOURNEY 
INTO THE BAKTH ENDS WITH A THUD... 
NAM6MN ý 
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3.5 Arrowed Reading Path 3.6 Parallel Reading Path (Eisner) 
Of course the reading path in comics, as Eisner points out, is by no means 
sacrosanct. It is possible for the reader to move at will from one part of a double 
page spread to another in any direction. Indeed in reality the author/artist has no 
real control over the way the reader perceives, or orders the page. In a sense video 
machines have made the viewing of films slightly more akin to the reading of 
comics than it used to be. Although it is not as flexible as reading comics (it is not 
possible to take an 'overview' of a whole section at- once). it is now possible for the 
viewer of a film to speed through some sections of a film, and to view others 
repeatedly, or In slow motion. Very little research has been done in this area, but if 
video becomes the major way in which films are viewed it will certainly change the 
passive role of the viewer and challenge some of the preconceptions about that role. 
When the page of a comic is first seen it will almost inevitably be the layout of the 
page (its overall design, whether it's in colour etc) and its drawing style which will 
make the first impact. In this whole plethora of signs and symbols there is a huge 
99 
FOR A SEEMiN6 ETERNITY. THE TWO CLING 1119 
ARCHEOLOGISTS HELPLE54U WATCH AS THEY 
OROP PEEPER INTO THE EARTH'S CORE... 
range of potential meanings and messages, many of which will only be registered 
subconsciously by the reader. In amongst this virtual bombardment there may be 
other messages which are so strong that they override all others - for example, a 
reader may decide that a page is so badly drawn that they won't even bother to 
continue and read the story. However, barring such disasters, the reader will next 
try to make some sense of the page, either by scanning for visual evidence of a basic 
narrative or moving to a logical starting place and reading text panels or balloons 
in the traditional manner. What little research has been done on techniques of 
comic reading shows a variation in children's viewing techniques: 
Good readers... consistently read from left to right in the planned 
order of arranged sequences and quite often referred to key, 
elements in the artistic layout as they read cues in the print. By 
sharp contrast. poor readers' eye movement patterns displayed 
generally haphazard attack with many more off-stimulus 
fixations and random attention to order of planned print(32) 
These results were obtained by using eye movement recorders, where a corneal 
reflection allows a readers' eye movement patterns (EMPs) to be plotted. Related 
research also showed that while some children might just look at the pictures, as 
Wertham feared, well planned comics, and particularly word balloons could be used 
to encourage the poor reader to confront text. 
In relation to more sophisticated adult reading techniques it can be argued that 
pages without text or word balloons may be equally 'sensible' if read from the 
bottom right hand frame backwards' to the top left hand frame. Thus it may be said 
that a page without text panels or word balloons may in fact be almost totally 
unclear, and that any perceived reading path is only the result of tradition, or the 
readers' own personal preference. 
Reading paths, because of these complications cannot be easily counted and 
expressed simply as a number. It may be possible to establish that a whole story is 
quite straightforward. and this has only a single intended reading path. But it is 
also possible for a story to have multiple reading paths or to be so complicated in 
layout and contain so little written information that the number of potential 
reading paths is unclear. An example of this is Victor Moscosco's story 'Camel' (See 
illustration 3.7). Here . in page three of the 
five page story the whole layout of the 
page is rather like an MC Escher perspective-defying print. The initial appearance 
is of a box with Mickey Mouse-like characters inside, with a landscape or 
'backdrop' on top. But this is denied by objects which cross this perspective 
illusion, including the whole top right hand 'wall' above the box which 
'impossibly' covers a character standing on the box. The bottom two panels within 
the box can be read sequentially. but the way in which they relate to the scene above 
is unclear. The landscape, which also relates to the top scenes on the other four 
pages of the strip may be read separately, rather than in conjunction with the 
section below. The landscape is also split into two, and the whole page may be read 
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in almost any direction. 
Robert Crumb's apparently more literal one page strip Bo Bo Bolinski of 1970 Is in 
fact equally unclear (See illustration 3.8). Although the story will probably be read 
first according to a traditional reading path there is then nothing to stop the eye 
wandering back, or across the page. This short episode in the mundane life of "Bo 
Bo' ("he's no big deal") in fact makes equal sense from any starting point and 
moving in any direction. 
For these reasons this kind of story has been coded "M", for multiple reading paths, 
while all straightforward stories have been coded "S" for single reading path. 
All the remaining sections of the analysis are expressed as a number, which is 
derived from an overall count of the number of times they appear per five pages of 
the strip (ie. a ten page story with forty panels will achieve a score of twenty). These 
scores will then be plotted on a graph, so that a particular 'kind' of story should 
create a typical shape of the graph. In the case of one page strips, wherever possible, 
at least five separate pages have been examined rather than multiplying the results 
from one single page. 
B: Page Design 
15 Panel Style: Object Based 
Panels in which an object within the drawn illusion of a particular frame dictates 
all, or part of the shape of that panel, as in 3.9. 
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3.8 Bo Bo Bolinskt (Crumb) 3.7 Camel (Moscosco) 
3.9 Object Based Panel (Eisner) 
19 Panel Layout: Overlaid 
The number of examples where one panel distinctly overlaps another panel, or is 
placed on top of another panel without being separated by a border (See 3.10). 
3.10 Overlaid Panel 
20 Panel Layout: Angle 
Any panel where the horizontal base line is not parallel with the horizontal axis of 
the comic page, or the image within the panel itself is not parallel (See illustration 
3.11). 
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21 Word Balloons 
The number of balloons of all kinds (including thought balloons etc). 
Interconnected balloons count separately, thus illustration 3.12 (below) contains 
four word balloons by this method. 
3.12 Word Balloons 
22 Text Panels 
Again all kinds of text panels are included, whether they appear as separate boxes, 
sections of a frame, or written within a frame and not actually separated from its 
image. Captions with a frame are also counted, so that in illustration 3.13 (below), 
the "text panel" count is four. 
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3.11 Angled Panel 
23 Onomatopeic Words 
All sound noises are counted, including spoken sounds if they appear outside the 
confines of a word balloon. Thus illustration 3.13 (below) contains eight 
onomatopeic words. 
3.14 Onomatopeics (Shelton: Furry Freak Brothers) 
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3.13 Text Panels 
C: Narrative Structure 
24 Sequences 
Sequences, for the purpose of this exercise are defined as a consecutive series of 
frames which are all set in the same location, in one continual period of time. This 
is similar to the cinema sequence which has been defined as possessing: 
the Aristotelian unities of duration. locale and 'action' and that 
it is marked at each end by some standardised punctuation 
(dissolve. fade, wipe)(33) 
There are obviously potential problems with such a definition of a sequence, some 
of which have been aired in the debate about cinema sequences 
In narrative comics it may also be very difficult to assess whether a series of actions 
take place in one continuous period of time. Therefore a series of hard and fast 
rules, aimed at giving an approximation of sequences has been used. Thus a scene 
which takes place in the same location, but is interrupted by a panel with the textual 
addition "later" would count as two sequences.. However a similar scene with the 
word "then" interrupting it would normally be interpreted as one sequence. The 
precise wording of such text panels may be important in establishing the starting 
point of a new sequence. 
Documentary comics or comics using a montage sequence (rather like films with 
falling calendar leaves set against many varied shots to show the passing of time) 
present a particular problem. Both may contain many consecutive panels 
unrelated directly in space or time, but in these cases they have simply been counted 
as such - ie. each panel represents a separate sequence. Thus one characteristic of a 
comic using montage in this way will be its high count of sequences as compared to 
panels. 
Changes in location are normally quite easy to perceive in that they involve major 
changes in backgrounds and sometimes characters. Sequences which involve a 
character in a complicated range of movements and a gradual change of locations 
can be more complicated. However continuity of character and the logic inherent in 
such sequences tend to make them stand out clearly as a cohesive unit (See 
illustration 3.15). In Jim Steranko's two wordless pages of the Adventures of Nick 
Fury the reappearance of the Nick Fury character (with the eye patch) maintains 
coherence through a single sequence where Fury moves through several locations 
and performs a varied series of actions(34). If this sequence were to be used as a 
storyboard for a film there would be several different ways of filming it. For 
example, between frame five where Fury is hanging from a rope and the close-up in 
frame six there could be a lade' rather than a cut. This might indicate the passing 
of several minutes 'off camera'. which would then constitute the start of a new 
sequence by the definition used here. However without any evidence to the contrary 
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3.15 Sequences (Steranko: Nick Funj) 
Sequences which involve a "Joint" location (eg. two characters having a telephone 
conversation) have been treated as one sequence as they take place in one continual 
period of time. Parallel sequences (eg. a rhythmic "intercutting" between two 
concurrent pieces of action) have been treated as separate sequences because of their 
separation in terms of locale, and because the relationship between them in terms 
of time is unclear - they may in fact be sequential rather than parallel. 
A greater potential problem lies in the area of comics with little or no narrative. 
where even the reading path may be unclear, as has already been discussed. If it is 
accepted that the reading path is unclear, then in fact it becomes impossible to 
accurately assess the number of sequences in a story. In these cases there are two 
main options depending on the nature and layout of the strip. Firstly the strip may 
be regarded largely as a montage where, again, each panel represents a separate 
sequence. Alternatively the strip may be regarded as a single sequence. 
In practice these uses have to be taken on their merits, for example, in 'Manuny 
Jama' a one page strip from Zap No. 6 (1973), there are major problems in deciding 
where sequences begin and end, partially because the strip is a jam session' 
between the seven artists listed at the bottom (See illustration 3.16). In one sense 
the strip is obviously meant to be a cohesive whole, but as it was passed from one 
artist to another there are obviously great changes in style, characters and 
location. Only the final two frames have an obvious and direct connection in terms 
of characters and locations. There is even the further problem of the pictorial titles 
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which represent nine further scenes, yet largely cover the top four frames. 
3.16 Sequences ('Mammy Jama' Zap No. 6) 
In the final analysis, because of its radically changing characters and scenes, this 
page would be analysed as containing twelve sequences. The four frames and title 
would constitute one sequence, the next ten frames one sequence each with the final 
two frames as the last sequence. Pages as complicated as this are infrequent, and 
obviously they could be interpreted in different ways. However by analysing it in 
this way its unusual nature would be reflected in its high sequence count. 
25 Breaks in Chronology , 
Related to sequences. The number of times the chronological flow of sequences is 
broken in a story has been counted. "Flashback" sequences of this type in comics 
may be introduced rather like cinema flashbacks with a "fading in" of the image. 
Other devices to indicate "flashbacks" include absence of frame lines, or cloud 
("thought") lines enclosing the whole panel. Of course text panels will again often be 
used to make it quite clear that a "flashback" is being used. 
26 Graphic Symbols 
There are many graphic devices or symbols used in comic drawing. These include 
for example. "speed" lines, (used to indicate the direction and high speed of a 
particular action); light bulbs appearing above a characters head (idea! ) dark clouds 
above a characters head (to indicate a black' mood); stars circling above a head 
(after a blow); "force" lines (as something is being hit), amongst many others. 
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These devices and 'visual puns' are not normally meant to be understood as "real" 
with the drawn perspective of the comic frame. Like word balloons they are a pact 
between the author and reader, unseen by the characters in the comic - for the most 
part. However they are so numerous that to include them separately in the present 
analysis would have made the number of categories unwieldy. Instead the number 
of panels in which some form of graphic symbol appears has been counted as an 
overall number. Even to count all the different types of symbols as they occur in 
each panel would have created huge numbers. This method of counting individual 
symbols would also have been difficult to define. For example, in illustration by 
Robert Crumb there are at least ten symbols (movement lines for legs, arms and 
heads, wavy "force lines" for impact, also with stars to indicate a blow and "sweat 
drops" for effort). If each star and each line were counted there are over sixty-five 
examples in this single frame. 
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3.17 Graphic Symbols (Crumb: Leonore Goldberg) 
27 Multiple Images 
This encompasses panels where a character or part of a characters body are 
repeated to indicate a particular kind of movement (which may in fact be either 
very fast, or very slow). The former kind of movement is often used in conjunction 
with speed lines, but if the repeating parts of the body are very faint this has been 
included in section 26. If however, these Images are repeated in a definite way they 
have been included here (See illustration 3.18). 
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28-31 
Obviously the borderline between any one of these 'shots' may be very different to 
define. For this reason it can only be a basic guide. The definitions as they stand 
have been simplified from Barry Salt's definition for film shots, for a similar 
analysis of film done in 1983: 
Big Close Up 
Close Up 
Medium Close Up 
Medium Shot 
Medium Long Shot 
Long Shot 
Very Long Shot 
Head Only 
Head and Shoulders 
Body From the Waist Up 
From Below the Hips 
From the Knee Upwards 
Full Height 
Actor Small in the Frame 
However for the purpose of this exercise the categories were too extensive. 
32 The Centrality of Main Characters 
Recent film theory has looked at the placing of characters within the film frame 
and the favouring of dominant characters within the composition of any given 
shot(35). Some early British humour comics concentrate almost exclusively on full 
figure compositions with very few characters crossing over the frame edge, giving 
equal weighting to everyone in any given panel. For example in Burglar Bertiefrom 
Comic Life No. 893, in 1915 (see illustration 3.19). 
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3.18 Multiple Images 
. ,. .;, 
3.19 Centrality of Characters 
Many more recent comics have been willing to have characters almost out of frame, 
partially cut out by the frame edge. For the purpose of this analysis only the more 
extreme examples of the "cropping" of characters have been counted. As a rule of 
thumb approximately half of the characters face or body must be cropped by the 
vertical edge of the frame. The instances of characters being shown half length or 
less (ie. cropped by the bottom horizontal line of the frame) are so common that 
they have not been included. This kind of frame will be reflected instead in sections 
28-31 as it is part of the creation of medium and close-up frames. Equally extreme 
close-ups which may effectively crop both sides of a character dramatically have 
not been included as these occur in section 31. Thus the two frames by Glenn Fabry 
(below), are borderline cases but would not be included as too much of the figures are 
still in frame (See illustration 3.20). On the other hand the two frames by Eisner 
would both be included as they have characters so much on the periphery of the 
frame (See illustration 3.21). 
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3.20 Non-Centrality (Fabry) 3.21 Non-Centrality (Eisner) 
33 Non-Eye Level 
Frames where the spectators point of view is markedly below or above eye level. 
This may range from low, ground level shots (showing detail of shoes, the ground 
etc. ) to high angle views which reveal an overview of a whole scene. Any borderline 
cases which might arguably be eye-level views have not been included. 
34 First Person (Point of View) 
Frames where the spectator is given a view of the action of the story from the point 
of view of one of the characters In the story. As with film, this can be difficult to 
ascertain with any great certainty. Thus. only frames which are definitely shown 
to be a 'point of view' shot have been included. This may be indicated by, for 
example. an "out of focus" view being used for a character awakening (See 
illustration 3.22) or more unusually by Eisner's "inside the eye socket" frames (See 
illustration 3.23) below. 
I CAN SEE 
MAIN- " 
3.22 Point of View (Eisner) 3.23 Point of View (Eisner) 
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35 Images Outside Panels 
It is quite a common device for part of a main character to 'break out' of a panel to a 
small degree. This may be achieved by one part of the body (often a fist, head or foot) 
simply crossing the line of the panel (See illustration 3.24). The figure can be given 
even more emphasis by having the panel enlarged slightly or bulge out to 
accommodate the figure. 
3.24 Images Outside Panel 
NB This is different to section 15. where the edge of the figure itself is exactly 
followed as part of the frame line. 
36 Images Across Panels 
This is a much more extreme version of section 35. It covers situations where part 
of the drawn image (again often a figure) actually crosses right across the border 
between panels and encroaches on the drawn image in another panel. Although it 
may be used as a design device it actually comes close to breaking down the structure 
and logic of a page. For example in illustration 3.25, from Fiction House's Jumbo 
Comics of 1948 the girls' leg from panel 2 covers a significant part of panels 3 and 4. 
where it simply does not belong in terms of the perspective illusion of these panels. 
Interestingly though this was quite a common device in Fiction House comics, 
presumably because it was well know that part of their appeal lay in 'pin-up' 
drawings of semi-clad girls(36). These layouts are in effect saying that the pin-up 
drawing Is a more important part of the strip than the narrative. Word balloons, 
which can quite commonly cross to other panels without confusing the main 
picture illusion have not been included. ' Examples where parts of characters or 
objects move from one frame to another "behind" the frame lines rather than in 
front of them have also been included. 
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WHILE SOME PU NOT ACCEPT MY STRIP 
EOIATELY, CCMIMENTS INDICATED S WAS 
In Jim Steranko's At the Stroke of Midnight from Marvel comics Tower of 
Shadows No. 1.1969) there are several examples of this (See illustration 3.26). Here 
on the centre section of page four there are four apparently separate panels which in 
fact form one interconnected scene. The characters hand appears in frame 2, the 
rest of his body in frame 3 and his shadow in the final frame. Here again, the whole 
nature of the comics narrative is called into question. Has the sequential framing 
device been imposed on this single picture simply to maintain the design of the 
comic book page? Is it meant to recreate a very slow "panning" "camera" movement 
just to slow the pace of the comic or enhance the mysterious tone of the strip? 
Whatever its intention this device has a very similar effect to that of characters 
"leaving" their frames - it draws attention to the framing convention itself - and 
"lays bare the device"(37). 
3.26 Images Across Panels (Steranko) 
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3.25 Images Across Panels (Jumbo Comics) 
37 Breaks in the Picture Plane 
This section covers all occasions when the hierarchy of the illusion contained in 
each panel is broken in a more significant way, than in sections 35 and 36 above. 
This happens, for example, when the artist draws his own hand "working on the 
page". Some comedy strips have featured this as a regular device. It also includes 
more rare phenomena such as Winsor McCay's Sammy Sneeze when a character 
connects with or "uses" the frame line as if it were a solid object. 
3.3.4 Excluded Criteria 
There are many possible criteria for analysing comics which have been left out of 
this model. It would certainly be the case that a more comprehensive model could be 
constructed including many more categories. In the context of this thesis there has 
simply not been enough space to include all the potentially relevant criteria. 
However some of the main omissions: (categories which were considered but 
discarded) are listed below with the reasons why they were considered less 
important or less relevant than those which have been included. 
"Expressionistic" Colour 
It is often the case, in American comic books in particular, that unnatural, block 
colours will be used on some frames (See illustration 3.27). Although this is quite a 
striking stylistic device, it is in fact largely the product of time saving procedures in 
the hand-separated colouring system traditionally used in American comics. It is 
arguably of some interest, but to include it would also mean that there was an extra 
category being applied only to colour comics, thereby slightly unbalancing any 
comparisons that might be made. 
3.27 Expressionistic Colour 
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Time Between Panels - 
The French film maker Alain Renais has written that "what happens between two 
panels is as important as what happens within the panels"(38). Certainly the 
theoretical time elapsed between any two given panels in a comic can vary from 
nothing (parallel action) to a millennium (eg. centuries later... ). It is presumably 
possible to assess the time elapsed in a comic story and thereby establish its overall 
length in its own imaginary time sequence. Comics with long fight sequences. for 
example, will tend to have a large number of frames concentrated on a very small 
time span. However in practice this analysis proved almost impossible to complete 
with any meaningful degree of accuracy. It certainly is possible to make a film of a 
comic strip, using it as a 'story board'. but the length of takes (how long a 'shot' is 
held, how fast action moves) actually becomes the choice of the viewer A comic only 
indicates a basic pattern of time. Even the time elapsing during a single frame is by 
no means clear. An average frame occupies at least the time it would take the 
characters shown to speak any dialogue they may have. This, added to any action, 
(which may be indicated by 'speed' lines), or a potential 'hold' on a 'long shot' make 
the pace of comic strips time flow too vague to predict for the purpose of this study. 
Language and Spelling in Word Balloons 
As well as the basic lettering styles listed in section 8 there are many different types 
of language used in word balloons. Phonetic spellings in particular can be used, 
either to express slang (for example in western comics) or more unusually in the 
almost pidgin English of George Herriman's Krazy Kat. These phenomena have very 
little effect on the overall design and workings of the comic, however and have been 
omitted from the analysis. 
Static Images 
Comic stories very rarely repeat an image exactly over a number of panels, although 
this is more common in four panel comic strips which are not included in this 
survey. On very rare occasions this may happen in longer stories, perhaps for comic 
effect(39). But its use is so rare that it has not been included. It is also virtually 
against the nature of comics to have very minor changes from one panel to another. 
although this occurs often in Richard J Anobile's series of 'Film Classics' books 
which were mentioned earlier. Long dialogue scenes translated from a film cause 
problems in that many pages of a boring, almost unchanging set of images may be 
necessary - for example in Ninotchka there are thirty-six very similar Images used 
in the course of six pages(40). 
3.3.5 Applications and Conclusions 
Whilst this analysis was being compiled it was evident that there was the potential 
danger that these results would either prove to be so complex and confusing as to be 
meaningless, or on the other hand so straightforward that they simply confirmed 
the obvious. However the final results do seem to in the main to have been 
manageable and also provided some surprising results. The initial results from 
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over forty comics in the four categories established at the start (American 
mainstream and underground and British mainstream and underground) did at 
first seem to be so diverse that no useful pattern could be established. I attempted to 
look at humour and adventure comics irrelevant of their nationality but this also 
produced bands which were much too wide. However it became evident that the 
categories of American mainstream and British mainstream comics had to be 
further subdivided into 'humour' and 'adventure' before any discernable pattern 
became clear. 
There was also the problem of how these results could best be displayed. The 
solution has been to create four graphs relating to the four areas described above. 
Each graph has a 'band' of standard results which form the characteristic pattern 
for that type of comics (See diagrams 3K - M. Thus traditional British humour 
comics characteristically have a very high ratio of word balloons (column 21) and 
'symbolic' devices (column 26). The graphs were split into two sections with 
differing scales as the first. Page Design, consistently achieved much higher figures 
(up to a hundred) while the second, Narrative Structure, achieved a much lower 
figure (up to fifty). To illustrate the ways in which various comics either follow or 
deviate from these standard patterns several stories were then plotted in detail and 
have been put on acetate overlays on top of the standard band' graphs. It is then 
possible to tell at a glance how and where any differences occur and to easily guage 
their magnitude. 
During the course of the analysis several other alterations had to be made. Larger 
scale comics were dropped from the survey (eg. full page newspaper strips or large 
format comics like the original Eagle). This was because their very physical size 
unbalanced parts of any comparison which could be made at the graph stage. As 
very few underground comics ever appeared in a larger format for comparison this 
was not too significant a loss. The difference between many British comics of an A4 
format (approx. 21cm x 30cm) and the traditional American comics size (approx. 
17cm x 26cm) was so minor as to have no real impact on the results. 
The' category of 'sequences' was retained although it sometimes proved difficult to 
assess in practice. One or two page stories had to be assumed to be starting a new 
sequence with each new episode, so that five one page stories always represented at 
least five sequences. This combined with the innate problems already discussed 
made the comparisons in this section slightly less reliable. 
Because of the final nature of the method used to display the results there were also 
problems in some of the sections in the first area: Basic Page Design. This was 
partially because the results were expressed as a letter, rather than a number, and 
therefore a range of results could not be represented. In the British Contemporary 
Adventure Comics, for example. (Diagram 3M) there were widely differing results in 
the sample taken for sections 4, Genre, 5 Drawing Type and 9 Onomatopeic Style. 
For this reason no standard codes appear for these sections. Equally in the 
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American Classic Adventure Comic (Diagram 3T) both Average Page Numbers, 
section 2. and Onomatopeic Style, section 9. provided results which were too widely 
spread to produce any resultant code. Of course these problems did not occur in the 
individual stories which form the overlays, so this section has been retained, 
although because of the above problems it makes for a less revealing comparison 
than the other two areas. 
Graph 3K illustrates the pattern of classic American humour strips. having been 
based largely on Disney comics. Overlay diagram 3C is taken from Robert Crumb's 
strip 'Mr Natural'(1970). The first surprise is that Crumb, whom I had assumed 
would follow the classic pattern very closely. in fact deviates from it in several 
major ways. In particular Crumb uses more panels (fifty-four in column 12) and 
many more word balloons (one hundred in column 31) than is normal. This leads 
him on to use more medium length 'shots' (thirty-two in column 29) and even more 
symbolic devices (forty-two in column 26). Indeed Crumb produces what might be 
'seen as an exaggerated or 'super' version of the traditional format. Even more 
strangely, this exaggerated pattern with a heavy reliance on word balloons is much 
closer to the standard British humour pattern. Crumb's strip in fact deviates only 
slightly from the structure of something like the 'Bash Street Kids' in that he uses 
marginally more word balloons, and more close-ups. Thus Crumb's format has 
more in common with British artists like Leo Baxendale than a Disney artist like 
Carl Barks. 
Overlay diagram 3D is taken from Victor Moscosco's 'Hocus Pocus' of 1969. It is 
compared to Graph 3J, the standard American adventure strip. It could equally well 
be compared to graph 3K as it differs radically from that as well. It is a strip which 
uses such an economy of means that its graph in a sense does prove the obvious 
that the strip is extremely unusual in its structure. It uses only five panels in five 
pages, no standard frames (a score of nil in column 18) and few symbolic devices. 
Graph 3J is based on classical American adventure comic strips of the 1930s and 
1940s. Thus it is interesting to also see it compared to a Spiderman strip by Johnny 
Romita from 1967 (Overlay diagram 3E). Here the Spiderman graph follows the 
earlier pattern exactly, despite Marvel Comics reputation as a ground-breaking 
company in the 1960s. There are in fact only two minor differences in the graphs, 
with less sequences (three in column 24) and less long shots (two in column 28). 
Overall, these kind of differences do not really constitute any significant departure. 
A strip which only varies slightly from the pattern in two of the twenty-six columns 
may be said to still be part of the same tradition. These differences may result from 
peculiarities in one particular narrative or minor eccentricities in an individual 
artist's style. Artists like Romita conform to traditional patterns which it emerges 
are little changed since their inception in the ninteen thirties. 
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But there is evidence from this research that individual artists working for the 
same company were also able to diverge radically from these traditions. A case in 
point is Jim Steranko, who worked for Marvel Comics from 1966 to 1969, but in 
that time changed both his drawing style and his whole approach to story 
construction. Initially his drawing was very much under the influence of one of 
Marvel Comic's major artists, Jack Kirby. Steranko's Nick Fury shows the direct 
influence of Kirby's work on comics like the Fantastic Four (See illustrations 3.28 
and 3.29). But by the time of the story used in this analysis, 'At the Stroke of 
Midnight' from Tower of Shadows No. 1 (1969) Steranko's style includes the use of 
much heavier blacks which give an almost photographic effect in some frames (See 
illustration 3.30). There are also radical changes in construction. Not only does 
Steranko use a great number of frames per page. he uses no symbolic devices, and a 
tremendous preponderanace on non-centralised figures and images across panels. 
The latter two characteristics help to give the strip the feeling of being almost 
literally 'off-centre' and add to the mysterious atmosphere which ties in with the 
narrative itself. 
Overlay diagram 3G shows how far an anarchic humour comic may be from the 
standard pattern despite being produced by a mainstream company. It is taken 
from Wally Wood's Julius Caesar of 1954, which is a parody of the Marlon Brando 
version of the film. Again, because of its heavy use of word balloons it is closer to 
the British standard (ninety seven in column 21). However, it also uses less 
symbolic devices (nine in column 26). Its most unusual aspect is the number of 
times it breaks the illusionistic nature of the panel frame (nineteen in column 37). 
This is due to a device whereby a narrator appears "in front" of the main action of 
some frames, making this action appear to be a projected image behind him (See 
illustration 3.31). 
The comparisons between two English underground strips and the standard British 
patterns are less clear, and illustrate some of the shortcomings of the analysis at 
this stage. It might be that if a much larger sample was taken the 'average bands' 
could in fact be made narrower rather than wider by establishing a more accurate 
set of average figures and discarding any unrepresenative strips. 
If Hunt Emerson's strip 'Son of Tapeworm Tales' (diagram 3H) is compared to the 
standard British humour strip (diagram 3D it can be seen that although there are 
six points where the graph varies from the standard band, five of these are 
relatively minor. The only major difference is the small number of rectangular 
panels used by Emerson (column 18). Overall the pattern is moderately different. 
Yet, perhaps because of Emerson's influences from American artists like Herriman 
and Wood, there are only two very minor differences if Emerson's strip is compared 
'° to the standard American humour graph. 
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3.30 Jim Steranko. At the stroke of midnight 3.31 Wally Wood. Julius Caesar, Mad, 1954 
3.28 Jack Kirby. Fantastic Four 
3.29 Jim Steranko. Nick Fury 
On the other hand Angus McKie's 'Jet Man' (diagram 31) is quite close to the standard 
British adventure strip. In this particular story McKie uses few word balloons and 
less mediium shots than is normal, but otherwise it falls within the standard 
bands. 
Having established, as expected, that there is no real link between an underground 
comic's content and its form, it is possible to look at these results in a different way. 
If an artist who follows traditional patterns very closely is examined, for example 
Gilbert Shelton, and his 'Furry Freak Brothers' it can be seen that he is taking a very 
'straight' standard form, and a very accessible drawing style, to express a narrative 
about the problems that three habitual drug users have in making ends meet. 
Yet what could be more subversive than to take the precise modes of expression of 
mainstream culture and then use them to' carry the ideas of the counter culture? We 
have already seen how the meaning of a drawing style can be changed by 
association, but the format and structure of comics are not so easily hijacked in this 
way. These elements may only be noticed by readers at an almost subliminal or 
unconscious level. Thus Shelton's reversal of the normal expectations in his 
narrative (drug users equal heroes, police equal villains or "pigs") becomes an 
insidious form of propaganda. It may also be argued that it is one of the most 
effective ways for a cartoonist like Shelton to make his point. Unlike the work of 
Moscosco, which may immediately be difficult and confusing to read, Shelton 
appears at first glance to be absolutely straightforward. It is not until a first-time 
reader is part way into the story that the suprise of what Shelton's story is actually 
about becomes evident. 
The analysis in this chapter could certainly be carried further and its systems 
refined and developed. Within the context of this thesis it has served a basic 
purpose, but this has necessarily been curtailed by considerations of space. 
From these results it is possible to establish several tendencies which seem to be 
evident, although any conclusions must be tentative due to the limitations on 
categories used and the comparatively small sample taken. 
Firstly, as was expected at the start, the nature of 'underground' subject matter does 
not dictate the form and structure that a comic takes. Underground comics can only 
be defined by this subject matter and possibly their drawing style, not by the means 
or format which they use to express their ideas. This highlights the problems of 
definition of the words 'underground' and 'alternative' which have already been 
discussed, and in a sense it calls into question the whole idea of categorising comics 
in this way. It is inevitable for practical reasons that some generalisations like this 
must be made, but it is also best to be aware of their shortcomings. 
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When the structure of underground comics is looked at in detail, some stories may 
vary widely from the standard pattern (eg. Moscosco's 'Hocus Pocus"), while others 
may not (eg. Crumb's 'Mr Natural'). However the latter strip does not follow the 
traditional comic pattern very closely as I had originally assumed that it would. 
Equally, some mainstream comics vary almost as much from the norm as does 
Moscosco. Wally Wood's 'Julius Caesar' is a case in point. It could be argued that 
these comics form a separate tradition, irrelevant of subject matter, which might be 
called 'experimental' in terms of their form. This experimental tradition is made up 
of widely differing individual artists whose work constitutes some kind of 
deviation from the norm. These artists include Victor Moscosco, Rick Griffin, 
James Steranko, Harvey Kurtzman, Will Eisner amongst many others. Because of 
the very nature of experimentation these artists cannot be regarded as any kind of 
closely inter-linked group. The degree of their experimentation with form varies 
from artist to artist, and may also vary at different stages in the career of the same 
artist. There are, however, broadly two types of experimental artist. The first, 
exemplified perhaps by Robert Crumb, finds a personal system which suits him, but 
then maintains a broadly similar structure for most of his work, perhaps changing 
slowly. 
The second, exemplified by Victor Moscosco, maintains a reasonably consistent 
drawing style, but varies the pattern and form of his work in an almost 
schizophrenic way. This kind of experimentation can push the boundaries of comic 
language to its very limit. 
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CHAPTER FOUR: SUCCESS AND FAILURE 
4.1 ' The Cultural Establishment of British Comics 
The years of 1977-78 represented a watershed in the field of British alternative 
comics, as we have already seen. This period can also be seen as a time of change in 
mainstream comics (and indeed in popular culture as a whole), as the effects of the 
punk movement began to make themselves felt. By the time that 'new wave' 
alternative comics and magazines were being produced in the early nineteen 
eighties, many of the most competent of the underground artists had already moved 
into mainstream comics. 
These artists included Dave Gibbons, Brian Bolland, and Kevin O'Neill. Although 
these three artists have become highly successful commercially, arguably they were 
not totally committed to the underground scene in the first place. Certainly all 
three were artists rather than writers, and had been moving away from the 
underground field before the decline in production. 
Nevertheless, when these artists, and others, moved from underground to 
mainstream comics they brought with them an idea of the potential that comics 
might achieve. They were certainly unwilling to work at the level of the lowest 
common denominator. Brian Bolland expressed these feelings: 
... we can look at comics in two ways. They can come out every 
week, rather like a production line with the utmost 
professionalism, or you can see them as a medium for more 
sophisticated expressions than have been seen hitherto. With 
personalities... some of whom like myself, are not producing the 
amount of work the production line requires, a more grown-up 
way of looking at the industry would be like the world of book 
publishing(1) 
Despite the pressure of deadlines to which Bolland alludes, there has been a radical 
change in British comics since 1977. which has led to the beginnings of a sector of 
comics aimed more at adults. The most important comic in this gradual change has 
undoubtedly been IPC's 2000AD. Launched in 1977,2000AD was originally little 
different from its predecessors in the boys comic market. The first issue 
concentrated rather more on science fiction than was normal at that time, but its 
format, drawing styles and 'adventure story' narratives have much in common with 
more traditional comics like the Lion. Its central character was also a link with 
past British comics, being a revamped version of 'Dan Dare', space hero from the 
Eagle, which was probably the most significant British adventure comic up to that 
point. The new 'Dan Dare' owed little in appearance to the original version, and was 
described by The Guardian as: 
an abrasive spaceman, shorn ... of the 'rather prissy head-prefect mannerisms' he displayed in the Eagle comic 25 years ago(2) 
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However The Guardian, which unusually regarded the launch of this new comic as 
(bottom of) front page news, concentrated more on another story from issue one: 
'Invasion'. They even went so far as to reproduce page five, which included an 
Angela Rippon-like newsreader (See illustration 4.1). The element in this story 
which attracted The Guardian's interest was its use of a cold war setting, untypical 
of Britain's second world war obsessed comics: 
The themes of the British children's comic take a controversial, 
20 year leap forward today with the launch of an adventure strip 
based on a Cold War instead of a Nazi scenario(3) 
But it was neither the new'Dan Dare' nor 'Invasion' which made 2000ADinto a great 
success. It was a new character. the future Judge Dredd, who first appeared in issue 
two. Dredd is actually judge, jury and sometimes executioner in 'Mega City One' a 
post-holocaust conurbation occupying a large part of America's east coast. The 
reasons behind the success of Judge Dredd in these early years of the comic are 
explained frankly by his creator, experienced comic writer Pat Mills: 
Dredd was a monster created basically in response to readers 
continually wanting the most vile character going, so John 
[Wagner] came along to me one day and said 'let's have this guy 
who shoots people for dropping litter. Surely that's got to be 
extreme enough for the little bastards'(4) 
After John Wagner had to drop out, Mills developed the character in a slightly less 
extreme vein. set in the future as a vague attempt to cash in on the contemporary 
science fiction boom. Judge Dredd's first artist Carlos Ezquerra designed his 
uniform with overtones of an American footballer (See illustration 4.2). The 
quality of the artists used on Dredd was one of the factors in the success of the strip. 
IPC used European artists like Ezquerra and Massino Belardinelli, as well as 
British artists such as the distinctive Mike McMahon, Dave Gibbons, Ron Smith 
and Brian Bolland. The, latter in particular became associated with Judge Dredd 
and was immensely popular with fans. His version of Dredd and his arch enemy 
Judge Death became key images, often used in advertising and promotional 
material as well as many covers of the comic and its annuals (See illustrations 4.3 
and 4.4). Bolland's clinical, austere drawing style also made him widely admired by 
fellow professionals such as Hunt Emerson and Bryan Talbot, and led in due course 
to him being employed by American comic book companies. Dredd's helmet (which 
he never removes) obscures almost everything except his mouth and chin, 
underlining his almost inhuman nature, but perhaps the key to Dredd's continued 
success was the black humour which began to creep into the strip. His justice' was 
deliberately made so extreme by Mills that it becomes risible. For example, in issue 
22. Dredd has captured a criminal who attempts to do a deal: 
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I'll get 40 years for this. Reduce my sentence. Dredd, and I'll tell 
you where you can find our leader Mr Buzzz1 He's holed up in a 
cheap hotel in Oldtown" 
Dredd replies: 
Many thanks. In recognition of your co-operation I sentence you 
to 39 years 364 days in an isolation cube! (5) 
This incidental but deliberate humour is also expressed in the names of the 'blocks' 
where the unfortunate inhabitants of Mega City One live. These vast, inhospitable 
blocks housing violent crime have been called, variously Ricardo Montalban City 
Block, Casanova Block, Rolf Harris Block, Dan Tanna, Billy Carter and even 
Timmy Mallet Block (6). The names are a mixture, in that normally they seem to be 
chosen to indicated approbrium but occasionally they appear to be a genuine 
tribute. 
These names also indicated that stories in 2000AD had begun to operate on several 
levels. The joke contained in calling a building "Hughie Green Block" is that this 
indicates a society so confused that it regards a TV host as worth the immortality 
conferred by having a major building named after him. Of course it may be that this 
practice is merely a prediction which will one day become a reality. This joke, 
which is merely a throwaway detail in the context of the whole story, depends upon 
the reader knowing who Hughie Green is, in order to make any sense of its meaning. 
Elements such as this in Judge Dredd stories are obviously aimed at an older 
audience. The change in the age of the audience for 2000AD, and its implications, 
were explained by Pat Mills, over ten years after the inception of the comic: 
For about 7 years - from Prog 1- the reader feedback suggested 
that it was macho violence, dressed up in a science fantasy 
context that went down the best and every time you had a 
character with any signs of weakness or non-violence or whatever 
it failed, didn't go down very well. But over the last three or four 
years it seems to have changed and turned round very fast. Heroes 
don't have to be totally on top all the time. But the thing that's 
held 2000 back over the first seven years was very much the 
readers themselves or this system that's well on its way to being 
laughed out of court - which is this voting poll. At one time they 
took notice of reader feedback in the form of a voting chart. Well 
of course it's only younger readers that tended to vote for stories 
while older readers. who now form the majority of 2000AD 
readership -I mean they estimate themselves that 60% of readers 
are over 16 - they obviously wouldn't bother filling in a stupid 
voting chart so that really distorted the whole context of 2000. 
But there was almost a specific moment where they finally 
admitted - don't take any notice of these voting charts - they were 
a complete load of crap - take it from there. (7) 
This shows that IPC's original target for the comic (8 - 14 year olds) has gradually 
been left behind. It also raises the question of whether 2000AD has actually become 
a kind of 'alternative comic' according to the definition used at the start of this 
thesis. Certainly it is partially aimed at adults, but its position is rather 
ambivalent. The unwillingness of IPC to acknowledge their older readership shows 
how entrenched British prejudices about comics can be even amongst their 
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producers. 
Certainly some Judge Dredd stories of recent years have been a very long way from 
traditional British comic fare. This is particularly true of some episodes which are 
complete in themselves, rather than forming part of a continuing serial. 
Particularly interesting is the story 'The Secret Diary of Adrian Cockroach aged 13 
months' by TB Grover, from 1986(8). The story is a parody of the Diary of Adrian 
Mole and features Adrian, a cockroach who is in love with another cockroach 
called Pandrop. Dredd calls at their restaurant kitchen home as part of a health 
raid. In fact he is only incidental to the narrative, appearing only fourteen times in 
thirty-seven panels, and in many of these cases it Is only his hand or foot that is 
seen. Whilst closing down the restaurant Dredd steps on some of the roaches. 
Adrian and Pandrop devour their former friends: 
My girlfriend Pandrop scuttled along and I let her share Sandra. 
Pandrop's got lovely legs - all six of them. She's the light of my 
life. (9) 
Judge Dredd arrests an irate chef who has killed the owner's son and then fumigates 
the kitchens. Only the sly Adrian survives. Adrian explains the action of the final 
two frames: 
Oh well. Like I said, there's no room for sentiment in the roach 
world. Pandrop and I dined together for the last time. And so to 
bed... wonder what tomorrow will bring. (10) 
What is to be made of this strange offering? Is it black comedy with political 
overtones? Is the 'roach eat roach' world of the Mega City kitchen meant to reflect 
the Britain of 1986? The writers of 2000AD have no doubt that they intend their 
work to be taken on more than one level. Pat Mills explains: 
As far as 2000AD is concerned we've almost got it down to a fine 
art ... you can infer, and 
the readers by and large know exactly 
what you're getting at, but the Mary Whitehouse's of this world 
can't be bothered to follow what's going on. (1 1) 
The way in which these stories operate on more than one level is explained in more 
detail by Mills. Asked about the radio comedy scriptwriter's technique of 
introducing blue jokes in the nineteen-fifties by 'hiding' them after extremely blue 
jokes (which they knew would be censored), Mills replied: 
I've used all sorts of techniques like that, I've even planted one 
idea in one serial and then referred to it in the next, so only a 
reader who's read both serials is aware that something. .. Is going 
on. At one time I thought I'd do this for my own amusement... but 
because I tend to be rather reclusive, it's only over the last couple 
of years that I've really talked to them, and I've realised that 
they'd been understanding everything. (12) 
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Mills' wide interests and the gradual maturing of the British comic market has 
meant that it has been possible for him to extend his repertoire, and produce a work 
of specific political satire, the role-playing comic book You are Maggie Thatcher 
illustrated by Hunt Emerson. Here there is little doubt that even the most casual 
reader will mistake Mills' and Emerson's intentions as the book allows the player 
as Mrs Thatcher to visit various forms of mayhem and disaster on the world. 
Another of Mills' strips for 2000AD, 'Nemesis'. also has multiple levels of meaning. 
The basic plot of the strip is that in a future world alien Nemesis is a rebel leader 
fighting the repressive forces of Torquemada. O'Neill had worked for Street Comix 
and Ally Sloper and had developed a unique spiky style of drawing that was ideally 
suited to the bizarre world of Nemesis (See illustration 4.5). In fact the basic 
message is hardly difficult to extrapolate. Both Mills and the strip's main artist 
Kevin O'Neill were brought up as Catholics, and Mills explains: 
... as a kid I was taught by monks who went around calling 
everyone 'brother'... my Torquemada's got that same religious, 
hell-fire fanaticism that would associate with any extreme 
religious group (13) 
Perhaps the closest that 2000AD have come to a strip that might otherwise have 
appeared in an alternative comic was 'Sooner or Later' which appeared in Issue 468 
in 1986, written by Milligan and drawn by Brendan McCarthy. Its hero was Mickey 
Swift, an unemployed teenager from Camden who escapes one thousand years into 
the future. After the first episode the strip ran as a single colour page on the back of 
the comic. The colour allowed McCarthy to experiment and when Swift arrived in a 
fantasy future, strangely designed objects and people were coloured in an unnatural, 
surrealistic way (See illustration 4.6). But the references in the story, like so much 
in 2000AD are consistently concerned with contemporary society. In the year 2986 
after being told "we don't like scroungers in our century". Swift finds Britain a 
massive dumping ground for 'International Waste Disposal Inc'. Swift still spends 
most of his time hunting for a job before being elected to the board of Waste 
Disposal Inc' and returning to the present. 
Despite all these elements 2000AD is not an 'alternative' or an adult comic., if it 
were to become a comic aimed at adults it would have to change still further. At 
present it attempts to maximise Its audience by trying to appeal to as wide an age 
range as possible. This is illustrated by the launch of two British comics 
specifically aimed at adults in 1988. In both of the titles Crisis and Deadline the 
obvious appeal of violent and macho cover images has gone. , 
Crisis, produced by IPC 
themselves in an attempt to exploit the market they had begun to create with 
2000AD, not surprisingly, had some of the characteristics of its predecessor: in 
particular it uses some of the artists who had already worked for 2000AD. However 
its intent is radically different, as suggested by its title: the more straightforward 
science fiction of 2000AD Is replaced by the presuppositionally confrontational 
Crisis. Once again Pat Mills was at the centre of this new development and the 
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4.5 Kevin O'Neill. Nemesis (centre) & Torquemada (left) 
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comic had a more 'European' feel right from its first issue. The 32 pages of the comic 
were all in colour, and the cover featured the Third World War' by Mills and Carlos 
Ezquerra, a story about third world exploitation in the year 2000. 
Even more significant was the thirty-ninth issue of Crisis in 1990. which was a 
joint venture with Amnesty International. This issue combined strips about South 
Africa, the Arab-Israeli conflict and Amnesty International itself with further 
information about the work of the organisation. The very concept of this issue 
shows that the audience which this kind of comic is reaching. and the issues to 
which it can address itself are radically different from its predecessors at 
IPC/Fleetway publications. 
Deadline also has connections with 2000AD (although less directly) in that its 
editors are Steve Dillon and Brett Ewins. The latter has drawn numerous strips for 
IPC, including Judge Dredd. Deadline is published by Tom Astor rather than a large 
firm which means that it is a less lavish production than Crisis, with no interior 
colour. But its range of characters, such as Jamie Hewlett's Tank Girl' have proved 
widely popular. It has also tried to mix comics with a wider range of interests as 
described on the cover of the first issue: "Comics, media, music and more". Thus the 
first issue also included interviews with Dave Allen, Danny John-Jules and 
musicians 'House of Love' and Jah Wobble. 
Typical of the problems encountered by British comics in the 'grey' area between the 
adult and children's market is the history of Oink a humour comic which began life 
in 1986. Basically intended as a Beano for the 1980s, Oink was produced in 
Manchester by Mark Rodgers, Tony Husband and Patrick Gallagher, and published 
in London by IPC. Its audience was to be as wide as possible - "from eight to eighty" 
and its humour (largely parody) varied from the childishly scatalogical to the 
broadly satirical. It was initially highly successful, appealing both to children and 
the student, maturer audience of Viz. Its best work, by artists like Tony Husband 
himself and 'Barur', both veterans of Punch and Private Eye was genuinely funny 
and original. However problems arose with distributors WH Smith who decreed 
that the comic should be sold from upper shelves - next to Private Eye In fact. 
Smith, of course, had for a long period refused to handle Private Eye at all, and have 
a history of conservatism In their selection of material. The number of outlets that 
they control can mean that their refusal to handle a publication cuts Its circulation 
by hundreds of thousands. Oinks physical positioning where most children could 
not even reach it had a detrimental effect on sales. 
Oink's attempt to reach a wide audience also led to problems in the sort of material 
that was included in the comic. At one point the comic featured in the tabloids 
when a 'Rambo' parody accidentally happened to appear in the same week as the 
Hungerford massacre. A strip which also surprisingly caused problems when a 
mother took Oink to the Press Council charged with attacking family values. The 
strip, which is in fact a slightly cruel parody on impossibly nice 1930s comic strips 
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was found to be in bad taste, but nevertheless not guilty of this charge (See 
illustration 4.7). Such publicity however. did not help distribution problems and in 
1988 Oink ceased publication due to declining sales. 
4.2 Conclusion 
Up to 1982 there had been no major successes in the field of British underground 
and alternative comics. To be more specific. none had ever been financially 
successful enough to endure for more than ten issues published at consistent 
intervals. Within this output success is, of course. a relative term. There have been 
many individual stories and comics which have been successful within their own 
terms. The lasting effect of the underground comics of the period 1966 to 1986 has 
been felt through the artists and writers who have moved from the underground 
into 'mainstream' comics. This has led to a situation where the distinction between 
the two fields has begun to blur. Eventually this may create a climate akin to a 
European attitude to comics, whereby the form does not dictate the content in any 
way. Comics could then cease to be just for children - the 'funny papers' - in the 
American idiom. 
The reasons for this failure - essentially a failure to sell - are obviously many and 
varied, and the extent to which each element played its part is difficult to assess. 
But it is possible to try and discover the most important of these reasons. Firstly 
these comics have all been produced in an atmosphere in which the status of comics 
as a medium was very much at the bottom of the cultural pyramid. As has already 
been discussed, this prejudice against comics seems to be more deeply entrenched in 
Britain than in any other country in the Western world. This meant that on the one 
hand comics of any kind simply sold less in this country than in many others. On 
the other hand there was also a barrier which meant that comics were regarded 
purely as children's fodder, and thus no pre-existing distribution method for adult 
comics was in place. This latter point is particularly important as we have seen 
that distribution problems were often the downfall of many of these comics. 
Secondly there was the attitude of many of these comics'. producers to this problem 
of distribution. Too often there has been a rush to produce a comic without even a 
thought as to what will happen to it when it is printed. This attitude is perfectly 
reasonable for a single work of art, or a very limited number of reproduced objects, 
but rather more rash when several hundred (or many more) printed items are left as 
an end product. It may be that some of this attitude resulted from the background of 
many of the people involved in the field which was often art college and fine art 
orientated. (14). 
Thirdly, this art background also often led to a particular type of comic being 
produced which lacked the wider appeal of its American counterpart. Essentially 
many British underground comics have been elitist, addressing themselves to the 
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problems and using references familiar to other college graduates. but consequently 
obscure and irrelevant to many other readers. The comics which in no way fit into 
this category will be discussed later. 
Fourthly it must be remembered that British comics were in competition with their 
American counterparts for what market there was in this country. As we have seen 
British readers were familiar with American underground artists through 
International Times and Oz. American comics such as Zap were also available in 
their original editions in many specialist shops. The importance of this is that in 
the main the American comics, quite simply, were better. They were better printed 
and produced and more importantly, better written and drawn, often with a vitality 
and power that struck a chord with many people within the underground, and some 
outside it. This is a sweeping statement but all the available evidence from the use 
of American work in Ozto the comments of countless British practitioners supports 
this premise. American underground comics boasted the work of Gilbert Shelton 
(whose 'Furry Freak Brothers' have outlasted all fashion changes), Robert Williams, 
Victor Moscosco and most importantly of all Robert Crumb. Crumb is central to 
American underground comics. Without his body of work they would virtually 
subside into a completely different entity. His influence is so great that in fact he 
cannot be divided from American underground comics : his work is a superstructure 
around which (or even against which) other artists work. He changed the way in 
which American and British artists regarded comics and his drawing style lingers 
in their work and the work of graphic designers worldwide. He is, in fact - in an 
overused phrase -a genuine seminal figure. His importance remains to be fully 
established and researched, but I suspect that in retrospect his achievements will be 
all the more appreciated. His importance to Steve Bell, Angus McKie, and Hunt 
Emerson has already been mentioned, and can be summed up by the latter's 
comment: 
I wanted to ha Robert Crumb(15) 
Fifthly it is necessary to explain why comics which achieved something of the feel 
of American comics or were simply high quality works also failed to sell. 
Sometimes it may have been because of the distribution problems mentioned 
earlier. The fifth reason for British comics' problems, however, has been 
censorship. The trials of Nasty Tales and Knockabout, whatever their outcome, 
have been damaging both financially to the companies involved and to the image of 
underground comics. There can also be short term benefits from notoriety such as 
the increased sales which followed the Oz trial. However the salacious contents of 
Ozwere not great enough to satisfy this curious new audience. Both the Nasty Tales 
and Knockabout trials did not receive enough publicity to create even this 
temporary effect. The latter, of course, led to further distribution problems. Rogue 
artists like Antonio Ghura and Mike Matthews, whose work contains sex and 
violence comparable to classic American undergrounds, have always been subject 
to severe censorship and distribution problems. 
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Having described all these problems and their outcome, it must be said that it can be 
argued that this 'failure to sell' does not really matter. The attitude that the comic is 
an object in its own right and that its quality - good, bad or indifferent - is 
irrelevant to how many copies of it sold is perfectly reasonable. This view is 
supported by Bryan Talbot: 
That's probably the whole thing behind underground comics: do 
it for the sake of It., Publish and be damned (16). 
It is essentially the attitude of a fine artist, and its implied disinterest towards the 
audience cannot be faulted on a theoretical level. The problem that arises, however, 
is the perennial problem of the artist who refuses to compromise over his work, 
which is the simple fact that some other way has to be found for the artist to earn 
his living. This work, often menial (or with minimal state support) may also 
distract from the artist's own work, or indeed, as in so many cases in this study, put 
an end to it altogether. 
During and after 1982 there were some comics which sold quite well. Pssst produced 
ten regular issues during 1982, but it does not really count as an unqualified success 
because it was supported by a large injection of capital, and folded when this support 
was withdrawn. Warrior was more successful, publishing 26 issues between 1982 
and 1985. But as we have already seen it was at the very borderline of alternative 
comics. Although it was a comic aimed at adults it was very different to its 
predecessors because it used the themes and conventions of standard comics. 
Therefore it was able to tap into the maturing and enlarging comic buying audience 
of the period. 
If these comics have been unsuccessful, rather than inadequacies in distribution, 
could it be that this is because there has always been a limited market for this kind 
of material? This is probably impossible to prove conclusively, and certainly 
many publications, from Street Comix to Pssst can point to some kind of 
distribution problems. But what would have happened if their distribution 
methods had been perfect, and their publications had reached the attention of every 
potential buyer? It is tempting to surmise that for much of this material there was 
still a quite limited ceiling which was being overestimated by producers, leading 
them to spend too much money on their publications. The incentive to produce 
over-large print runs at places like the Birmingham Arts Lab. has already been 
discussed. But after some years of comic production Hunt Emerson could comment: 
... the maximum we sold was 2.000 (17) 
The case of Pssstmight arguably be different. With its aim of reaching a much wider 
market (and an initial print run of sixty thousand) its failure to secure a place in W 
H Smith or Menzies distribution chains was probably fatal. But in the case of 
comics like the Birmingham Art Lab Street Comixwhy should there be such a small 
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potential market? Even if one doubles their sales figures to negate some of the 
distribution shortcomings they would still only have been selling 4,000 copies to a 
population of over fifty million set against a circulation of over 400,000 for a comic 
like the Beano. 
There is certainly a very widespread prejudice against comics in Britain, as we have 
already seen. This spreads out to all kinds of cartoons, and to a lesser extent all 
things visual., It is reflected strongly in a review of cartoonists' work in The 
Guardian in 1984 by Roy Hattersley. The books reviewed include the collected work 
of Steve Bell, Gary Trudeau, Ralph Steadman and Raymond Briggs. Hattersley 
opens the review: 
Try as I may I am wholly incapable of understanding why anyone 
chooses to pay good money to buy a book of cartoons. For 
cartoons are, by their nature, an often trivial and usually 
transient commentary on our social and political order, 
drawings to be looked at, laughed at and then forgotten (18) 
Where this leaves the work of Daumier, Hogarth, or Rowlandson and many others is 
not quite clear. That these views stem from blind prejudice is categorically revealed 
by Hattersley's later comment: 
Ralph Steadman's book I shall not open at all. It is so violent in 
both concept and execution that the nausea which it produces 
anaesthetises the sensibilities (19) 
Whilst feeling sympathy for anybody of such a sensitive nature there must also be 
envy of the x-ray eyes which allow Hattersley to assess the book without opening it. 
Yet this is absolutely typical of such opinions, which either refuse to look at the 
evidence at all, or dismiss it out of hand without proper examination. The only 
kind words in the review are reserved for Nicholas Garland, but it ends with a 
comment which illustrates exactly where Hattersley thinks this kind of thing 
belongs: 
Each of the books is ideal to take to the lavatory after Christmas 
dinner. But each will be finished before another replete diner 
begins to knock on the door (20) 
We must now return to the question of Viz. In 1982 it would have been possible to 
write this conclusion and state that there had never been any financially successful 
adult comic in Britain. Viz has changed that. Some people, of course. would quibble 
with the labelling of Viz as 'adult', but it fulfils the criteria set out at the beginning of 
this thesis. But what does the success of Viz mean? Is it based on the fact that many 
of its readers did not really want to give up the Beano? 
The original draft of the possible reasons for previous failures was written before 
the massive surge in sales of, Viz. If these reasons are reasonably accurate, then 
theoretically Viz should not conform to most, or all, of these criteria. Certainly 
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Viz has overcome the distribution problems that have dogged so many publications. 
Initially Viz was produced in such small numbers that distribution was not 
particularly a problem. As the print run of Viz gradually increased it was certainly 
able to benefit from the great number of specialist comic shops which had spread 
across the country throughout the later nineteen seventies and eighties. However 
the key to its success has been sales through traditional newsagent outlets, and in 
this regard it was Its publishing by Virgin Books in 1985 which allowed it to reach a 
much wider audience. 
Although it may have benefitted from these distribution organisations which had 
developed independently, it is obviously the wide appeal of the comic that is the crux 
of its success. Here, the accusations of elitism can hardly be applied. Its creators 
describe themselves as 'middle class' but whatever characteristics the comic 
displays, obscure intellectual references, a subtlety of allusion or hidden nuances of 
meaning are not paramount amongst them. 
In relation to competition from America the situation is also rather different. In 
the nineteen eighties there has been an explosion of American 'independent' comics 
aimed at an 'adult' audience. Some undergrounds also continue, like Robert 
Crumb's Wierdo or Gilbert Shelton's Rip Off Comix and Furry Freak Brothers. But 
none of these is really in competition with Viz. As we have seen it does have its 
imitators, but they, and Viz itself are a very British phenomenon. It is not 
impossible that Viz could establish a cult following in America, just as the Carry 
On films did in some quarters. But essentially its humour is uniquely British, and 
the majority of its audience are not regular buyers of other comics at all (21). 
Finally, Viz has also escaped any serious attacks on the grounds of censorship. 
Despite occasional complaints it has carved a niche for comics in newsagents which 
are aimed at adults only. This, in a sense, may be one of its lasting contributions to 
British comics. Part of the reason for its acceptance is that, despite its vulgarity in 
both words and pictures, it is not perceived as being dangerous. It can be seen as part 
of a tradition which stretches back through the Carry On films to British music hall 
comedians. It might gnaw at the edges of the perceptions of mainstream society but 
it does not try to destroy its fundamental beliefs as some previous underground 
publications attempted to do. 
But the publicity which Viz has received is just part of a wider reassessment of 
comic strips in Britain at the end of the nineteen eighties. There has also been a 
plethora of articles heralding the arrival of the adult comic in this country. These 
articles tend to be remarkably similar and most cite the same examples, 
particularly Frank Miller's Dark Knight and Alan Moore and Dave Gibbons's 
Watchmen More recent articles also cite home-grown examples such as Crisis and 
Deadline, but in the main the emphasis has been on the pretentiously named 
'graphic novel' of the Dark Knight type. The 'graphic novel' is nothing more than a 
large comic, perfect bound rather than stapled. But the concept and format have 
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been important in getting this kind of material accepted in mainstream British 
booksellers. However it has also lead to claims in many recent articles that comics 
have made the leap from 'low culture' or trash to 'high culture' and art form. 
This is misleading. What the best comics can achieve like some of the best 
Hollywood films (for example Citizen Kane), is a status which cuts right through the 
narrow concepts of high and low culture; complex, entertaining and thought- 
provoking, such artefacts are almost unclassifiable. 
In one of the best of these recent articles Paul Dawson summarises the position of 
comics in Britain in nineteen eighty-eight: 
Comics have not yet arrived in the way that films and television 
have, accepted as a rational amusement for educated adults and a 
proper subject for academic study. 
Comics are still liable to be dismissed wholesale as trash, 
appropriate for weak or underdeveloped minds, and probably 
detrimental. Curiously enough much the same was said of the 
drama in Shakespeare's day and of the novel in Jane Austen's 
time. (i. ) 
Within a few years the person who never reads comics may seem 
as affected as the person who never watches television (22) 
In reply to this article I wrote that it would be some time before these changes took 
place. but recent events, particularly the arrival of the 'graphic novel' in bookshops 
may mean that the changes will be quite swift. After the vast amount of 
groundbreaking work done by the many artists and authors discussed in this thesis 
the question that remains is not whether comics will escape their current cultural 
ghetto in this country, but when. 
i. Author's note: Of course more recently such comments have also been made about film 
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APPENDIX: 
CHRONOLOGICAL LISTING OF BRITISH UNDERGROUND 
AND ALTERNATIVE COMICS 1966 - 1986 
What follows is a chronological listing of all comics I have been able to trace which 
seem to fall within the definitions given in the introduction. The publisher, print 
run, size, format and price are given wherever it has been possible to trace these 
details. When I have not been able to view actual copies titles have only been 
included if an advert actually offering them for sale has been found, or on 
information supplied directly from the publisher. The first half of the list owes a 
great debt to Mal Burns's Comic Index of 1978, which provides an excellent 
alphabetical listing of the same field, with an artist index. I have compiled the 
second half of the list without any comparable source to check its accuracy, but 
again this section owes a debt to Paul Gravett, (editor and publisher of Escape) who 
supplied me with much invaluable information. 
Nevertheless, because of the nature of many of these comics, with small print runs 
and limited distribution, it is inevitable that there are some omissions. 
The listing ends in 1986 which is the final year which is covered in the main body of 
the thesis. In a sense this is an arbitrary date but it does cover the start of the 
explosion of small format publications. The latter in particular pose a problem as 
they may appear in print runs of five (or less), use no publicity and use no recognised 
channels of distribution. For these reasons it is probable that no listing for the 
nineteen eighties can hope to be definitive. 
ý_ 
,ý 
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Date and Title Publisher/Editor Pg Nos Size Price 
1966 
Rearousing of the Names 0.10 
1967 
Hot Damn M. J. Harris 0.15 
Yarrowstalks No. 1 Big O 0.12 
Yarrowstalks No. 2 Big O 0.12 
1968 
Bludgeon Funnies 0.15 
My Own Mag Nuttall Prods. 0.02 
Oscar Christ Writers Forum Press 0.17 
1969 
Aspect No. 1 Steve Moore 0.15 
Black Dog Knullar Ltd. 0.15 
Boingy Baxter 0.07 
Too Much Far Out MacFelsie Syndicate 0.15 
Rock and Roll 
Zap No. Q 28 B 0.12 
Zap No. 1 28 B 0.12 
1970 
Aspect No. 2 Steve Moore - 0.25 Cyclops No. 1 Innocence & Experience A3 0.15 
Cyclops No. 2 Innocence & Experience A3 0.15 
Cyclops No. 3 Innocence & Experience A3 0.15 
Cyclops No. 4 Innocence & Experience A3 0.15 
Hell On Earth Street Comix 0.05 
Lanus Milano Libri Edizioni 88 A4 0.25 
TheMagic Theatre Oz 0.15 
Projunior 0.14 
Student Apathy Comics Street Comix 0.05 
Sub Rot Steve Craddock 0.17 
Trip Strip Unicorn Books 0.15 
1971 
Big Ears Big Ears 0.10 
Cow Pie Brodnax Cartoons 0.50 
Eureka 0.25 
Jumping Jack Flash 0.20 
Nasty Tales No. 1 Bloom 52 A4 0.20 
Nasty Tales No. 2 Bloom 52 A4 0.20 
Nasty Tales No. 3 Bloom 52 A4 0.20 
Orpheus No. 1 ' Steve Moore 0.20 
Smoldering Blurb No. 1 Johnny lee 0.05 
Smoldering Blurb No. 2 Johnny lee 0.20 
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Date and Title Publisher/Editor Pg Nos Size Price 
1972 
Cozmic Comics No. 1 H. Bunch 52 A4 0.20 
Cozrnic Comics No. 2 H. Bunch 52 A4 0.20 
Cozmic Comics No. 3 H. Bunch 52 A4 0.20 
(The Firm) 
Cozmic Comics No. 4 H. Bunch 52 A4 0.20 
Daily Globule 0.20 
Filipino Food Olympia Press 1.20 
Fritz the Cat No. 1 J. J. Flash 0.20 
Large Cow Comix No. 1 Arts Lab Press 0.05 
Nasty Tales No. 4 Bloom 52 A4 0.20 
Nasty Tales No. 5 Bloom 52 A4 0.20 
Nasty Tales No. 6 Bloom 52 A4 0.20 
Nasty Tales No. 7 Bloom 52 A4 0.20 
Scorchy No. 1 G. S. P. 0.30 
Scorchy No. 2 G. S. P. 0.30 
Spasm B'ham Coll. of Art 0.10 
Unicorn Unicorn Comics 0.25 
Unk Unk Pubns. 0.20 
1973 
Benefit Gemsanders Pubns. free 
Cosmic Colouring Book Mushroom Cloud Ltd. 0.75 
Copyu Comix 0.07 
Cozmic Comics No. 5 H. Bunch 52 A4 0.20 
Edward's Heave Comics H. Bunch 52 A4 0.20 
Elric: Return to Melnibone Unicorn Books 1.00 
Free Comix Arts Lab Press Free 
Fritz the Cat No. 2 J. J. Flash 0.20 
Half-Assed Funnies H. Bunch 52 B 0.20 
It's All Lies No. 1 Gemsanders 0.10 
It's All Lies No. 2 Gemsanders 0.10 
It's All Lies No. 3 Gemsanders 0.10 
Jaberwocky Aloes Books 0.40 
Komik No. 1 The Collective 0.15 
Loony Minutes No. 1 Arapel free 
Loony Minutes No. 2 Arapel free 
Mr Spoonbiscuit Arts Lab Press 0.15 
(Large Cow No. 3) 
Ogoth and Ugly Boot H. Bunch 36 B 0.20 
Orpheus No. 2 Steve Moore 0.20 
Our Norman Socialist Worker Press 0.40 
Outer Space Comix Arts Lab Press 0.05 
(Large Cow No. 2) 
Proper Place Community Press free? 
Rock and Roll Madness No. 1 H. Bunch 36 B 0.20 
Sin City H. Bunch 36 B 0.20 
Suddenly B. Bolland ? 1, 
Trials of Nasty Tales Bloom. H. Bunch 36 A34 0.20 
View fromthe Void H. Bunch 0.20 
Wacky Ways Cardinellar Ltd. free 
Zip Comics H. Bunch 36 A4 0.20 
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1974 
Aardvark No. 1 Aarvark Pubn. 0.10 
Animal Wierdness H. Bunch 36 B 0.20 
Beem E. Campbell 0.20 
Bijou Funnies H. Bunch 36 B 0.20 
Cozmic Comics No. 6 H. Bunch 36 B 0.20 
Dope Fiend Funnies H. Bunch 36 B 0.20 
Graphics Fiasco free 
It's All Lies No. 4 Gemsanders 0.10 
It's All Lies No. 5 Gemsanders 0.15 
It's All Lies No. 6 ' Gemsanders 0.20 
Jampacked Funnies Joint Sudent Pubs. 0.15 
USC Comix Libns. for Social Change 0.40 
Moist Comics Canker Snakepit 0.15 
Mutant Comic Book Mike Cruden 0.15 
New Times Epic Prods. 0.25 
(Class War No. 1Y 
Pholk Comix Arts Lab Press 16 A5 0.15 
(Large Cow No. 4) 
Pink Floyd' Comis Hipgnosis 0.15 
Poorkid No. 1 : . _. .-. Children of God 0.05 Rock N Roll Madness 2 H. Bunch 36 B 0.20 
Spaced Sheridan Pubs. 0.10 
Sudden Comics Sudden Graphics 0.10 
Tales From the Fridge H. Bunch 36 B 0.20 
Warrior No. 1 Penwith Prodns. 16 A4 0.15 
Warrior No. 2 Penwith Prodns. 16 A4 0.15 
Warrior No. 3 Penwith Prodns. 16 A4 0.15 
1975 
Atomic Comics No. 1 Mutant Enterprises 0.20 
Bogey Vicars Raw Balls Co. /Ghura 36 A4 0.30 
Print run 3000 
Brainstorm Comix No. 1 Alchemy/Talbot 36 A4 0.30 
Print run 14000 
Dogman Arts Lab Press 0.60 
Print run 1000 
Hot Gravy 28 A4 0.20 
It's Only Rock N Roll H. Bunch 36 B 0.25 
It's S-S-Superman Fiasco free 
Lion and Lamb Comics Satynga Novelties 0.25 
Mighty Joe Young Fiasco free 
Mighty Mo & the Spirit WorldChildren of God 0.10 
Optimist No. 1 Comic Collective 0.20 
The Priming of Miss Pan's Fiasco free 
Scrubber 
Serious Comics H. Bunch 36 B 0.25 
Tales from Dr Feelgood Chris Fenwick 0.40 
Ugg Rotten Comix Visual pubs. 0.20 
Up Periscope ? 
Warrior No. 4 Penwith Prodns. 0.15 
Warrior No. 5 Penwith Prodns. 0.20 
Warrior No. 6 Penwith Prodns. 0.25 
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1976 
Ally Sloper No. 1 Alan Class/Dennis Gifford 36 
Ally Sloper No. 2 Alan Class/Dennis Gifford 36 
Ally Sloper No. 3 Alan Class/Dennis Gifford 36 
Apulhead Lives Apulhead Prods. 
Big Six Apulhead Prods. 
Brainstorm Comix No. 2 Alchemy/Talbot 36 
Print run 10000 
Fabulous Furry Freak Bros Hassle Free Press 44 
No. 1 
Fabulous Furry Freak Bros Hassle Free Press 44 
No. 2 
Fabulous Furry Freak Bros Hassle Free Press 44 
No. 3 
Fabulous Furry Freak Bros Hassle Free Press 44 
No. 4 
Fabulous Furry Freak Bros Hassle Free Press 44 
No. 5 
Fat Freddy's Cat Hassle Free Press 
Gleitzman Comic Book No. 1 Philip Morton 
Gleitzman Comic Book No. 2 Philip Morton 
Hedgehog Times No. 1 Vic Stat 
Hedgehog Times No. 2 Vic Stat 20 
Interplanetary News Cosmic Rip Offs 
Kak Komix Arts Lab Press 
Print run 300 
Last Dregs Urban Gorilla Graphix 
Print run 60 
Litra Trip Archangel Thunderbird 
Mek Memoirs No. 1 Kevin O'Neill 
Mixed Bunch No. 1 Alchemy 36 
Primal Scream D. Hine 
Roc/Cor No. 0 Junior Print Outfit 
Row Barge Rat. The Row Barge 
Stormbringer 
Street Comix No. 1 
Street Comix No. 2 
Surfs Up 
Thing Strips 
Wonderbook 
X Certificate Alphabet 
Yancy St Journal No. 1 
Arts Lab Press 
Print run 2000 
Arts Lab Press 
Print run 2000 
Community Access 
Doug Gifford 
Welsh Book Distrib. 
Arts Lab Press 
A4 
A4 
A4 
A4 
B 
B 
B 
B 
B 
A4 
0.20 
0.20 
0.20 
0.45 
0.10 
0.40 
0.40 
0.40 
0.40 
0.40 
0.45 
0.30 
0.10 
0.05 
0.10 
0.15 
0.20 
0.40 
0.01 
0.10 
0.16 A4 0.40 
0.40 
A5 0.10 
0.50 
1.00 
free 
40 A4 0.30 
0.45 
0.15 
0.30 
0.20 
1977, 
Ally Sloper No. 4 Alan Class/Dennis Gifford 36 
Amazing Love Stories Beyond the Edge/Ghura 52 
Apocalypse No. 1 D. Hornsby. 
Blood; Sex. Terror No. 1 Dull & Boring Prods 16 
Print run 300 
Blood, Sex, Terro No. 2 Dull & Boring Prods 32 
Print run 250 
Bog Standard Comix Bonk & Talbot 24 
Brainstorm Comix No. 3 Alchemy 36 
A4 
A4 
A4 
A4 
A5 
A4 
0.20 
0.15 
0.20 
0.30 
0.25 
0.40 
143 
Date and Title Publisher/Editor Pg Nos Size Price 
Committed Comix Arts Lab Press 0.30 
Print run 10000 
Either Or Comics Junior Print Outfit 76 B 0.30 
Print run 200 
Elapse No. 1 J. Elliot 0.20 
Fantasy Comix No. 1 Alchemy 44 A4 0.50 
(Brainstorm n5) 
Graphart Freekm'g No. 0 Marc Baines free 
Graphart Freekm'g No. 1 Marc Baines 0.35 
The Hand J. Kindness 0.20 
Kak'77 Arts Lab Press free 
Print run 500 
Kidz Stuff No. 2 Tremayndous Prods. 0.50 
Lone Groover Express 0.39 
Moon Comix No. 1 Arts Lab Press 0.40 
Moon Comix No. 2 Arts Lab Press 0.50 
Napalm Kiss No. 1 M. Mathews 32 A4 0.45 
Print run 1000 
Positive Feedback P. F. Comics 0.30 
Pyramidesx Alchemy 0.18 
Rat Shit No. 1 The Rat Club 0.10 
Rat Shit No. 2 The Rat Club 0.10 
Rat Shit No. 3 The Rat Club 0.10 
Raw Purple Beyond the Edge/Ghura 52 A4 0.85 
Print run 4000 
Sometime Stories Hourglass 32 A4 0.45 
Stränge Visions Comic Media 0.50 
Street Comix No. 3 Arts Lab Press 0.30 
(Streetquomix) Print run 3000 
Street Comix No. 4 Arts Lab Press 52 A4 
Tomorrow Comics Kanary Pubs. 0.20 
Truly Amazing Love Stories Beyond the Edge/Ghura 52 A4 0.95 
Print run 3000 
Ultimate No. 1 Ultimate Prodns. 0.10 
Yancy Street Journal No. 2 Howard Stangroom 0.40 
Yancy Street Journal No. 3 Howard Stangroom 0.40 
1978 
Amazing Rock and Roll Media & Graphic Eye 40 A4 0.50 
Print run 3000 
Blood Sex Terror No. 3 Junior Print Outfit 36 B 0.35 
Print run 1000 
Either Or Copmics No. 2 Junior Print Outfit A4 
Elapse No. 2 . Phil Elliot 24 0.25 Graphlxus No. 1 Media & Graphic Eye/Bums 48 A4 0.60 
Graphixus No. 2 Media & Graphic Eye/Bums 48 A4 0.60 
Graphixus No. 3 Media & Graphic Eye/Bums 48 A4 0.60 
Graphixus No. 4 Media & Graphic Eye/Bums 60 A4 0.65 
Graphixus No. 5 Media & Graphic Eye/Bums 68 A4 0.75 
Heroine ". Arts Lab Press 36 A4 0.45 Napalm Kiss No. 2 M. Mathews 36 A4 
Print run 1000 
Near Myths No. 1 Galaxy Media Distrib. 44 A4 0.45 
Near Myths No. 2 Galaxy Media Distrib. 0.45 
Near Myths No. 3 Galaxy Media Distrib. 52 A4 0.45 
Steet Comix No. 5 Arts Lab Press(Arzak) 36 A4 0.45 
Street Comix No. 6 Arts Lab Press(Arzak) 36 A4 0.50 
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Date and Title Publisher/Editor Pg Nos Size Price 
Swamp Comix 16 0.20 
1979 
Hot Nads A Ghura 32 0.65 
Print run 1000 
Shock Therapy No. 1 Howard Priestly 
Shock Therapy No. 2 Howard Priestly 
Shock Therapy No. 3 Howard Priestly 
Turn Again 
Viz C Donald A4 0.20 
Print run 150 
1980 
Biff Quarterly No. 1 
Knockabout No. 1 Knockabout Comics 36 B 0.75 
Print run 10000 
Viz No. 2 C Donald 12 A4 0.20 
Print run 500 
1981 
Albania S Oldman 0.20 
All in the Family No. 1 Mo James 0.50 
Alternative Headmasters 0.30 
Bulletin No. 1 
Alternative Headmasters 0.30 
Bulletin No. 2 
Alternative Headmasters 0.60 
Bulletin No. 3 
Bicentenial Star AJ Burrows 0.90 
Biff No. 2 Biff Products 0.25 
Channel 13 Comix T Hylton 0.20 
Cosmic Heroes No. 1 HF Chan 0.30 
Cosmic Heroes No. 2 HF Chan 0.30 
Elipse No. 1 P Elliott 0.20 
Elapse No. 2 P Elliott 0.25 
Elipse No. 3 P Elliott 0.25 
First No. 1 T Abell 40 0.40 
The Hawk No. 1 KF Sutherland 0.40 
Human Soup Comics JH Szostek 32 B 0.60 
Knockabout No. 2 Knockabout Comics 36 B 0.75 
Print run 10000 
Knockabout ComicNo. 3 Knockabout Comics 36 B 0.75 
Print run 10000 
Miraculous Circumstances Luddite Enterprises 16 A4 0.35 
Preview Print run 500 
Red Indians in the Desert Gordon Henry 0.20 
F Print run 100 
Sector 7 Comics J Cunningham 0.25 
Sticky Thigh Comics M Longley 0.20 
Super Adventure Stories MJ Gibas 0.20 
Suzie and Jonnie A Ghura 48 A4 0.95 
Print run 5000 
3510 The Serpent J Cunningham 0.25 
T. V. Sucks No. 1 T Hylton 0.20 
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Viz No. 3 C Donald 0.20 
Viz No. 4 C Donald 0.20 
1982 
Aces No. 1 Rob Sharp 8 A4 0.10 
Alternative Headmasters Gerald Midgley 32 A4 0.50 
Bulletin No. 4 
Behindsight Eddie Campbell 0.40 
Brainstorm B Crozier 0.50 
Cheap Laughs No. 0 N Edwards 
Cheap Laughs No. 1A N Edwards 
Daemons Pinsent Publications 0.45 
Dog Magazine No. 1 Print run 100 A3 1.50 
Dreamweaver No. 1 A Chalmers 0.40 
Dreamweaver No. 2 A Chalmers 0.40 
Energy No. 1 British Amateur Press Assoc. A5 
Everyday Adventures G Hendry 0.25 
Fast Fiction No. 1 Phil Elliott 0.30 
Print run 100 
Fast Fiction No. 2 Phil Elliott 0.30 
Fast Fiction No. 3 Phil Elliott 0.40 
Flick No. 5 Eddie Campbell 0.35 
Flick No. 6 Eddie Campbell 
Gencomics No. 1 Ed Hillyer 28 A4 0.50 
Gencomics No. 2 Ed Hillier 34 A4 0.60 
Gimbley's Believe It or Noti Phil Elliott 0.10 
Gripping Tales Art & Research Exchange 0.25 
Human Soup Comics No. 2 J Szostek 0.50 
Is This Romance Myra Magazines 0.50 
Kidz Stuff No. 2 
Knockabout No. 4 Knockabout Comics 52 B 0.95 
Print run 5000 
Miraculous Circumstances 1 Luddite Enterprises 32 A4 0.65 
Print run 500 
Miraculous Circumstances 2 Luddite Enterprises 36 A4 0.65 
Print run 1000 
Myra No. 1 Myra Hancock 0.40 
Myra No. 2. Myra Hancock 0.40 
Nasty One Off Comics 0.50 
NASTY One Off Press 40 0.50 
National Inverted No. 1 E Lux 0.30 
National Inverted No. 2 E Lux 0.40 
Oh Wild Mother City of D'Arcy Sarto 
Moscow 
Pages Decadent No. 3 P. D. 0.40 
Peoples Comic No. 3 Art & Research Exchange 0.25 
Pssst No. 1 Never Ltd. 52 A4 0.95 
Print run 60000 
Pssst No. 2 Never Ltd. 52 A4 0.95 
Pssst No. 3 Never Ltd. 52 A4 1.25 
Pssst No. 4 Never Ltd. 60 A4 1.25 
Pssst No. 5 Never Ltd. 60 A4 1.25 
Pssst No. 6 Never Ltd. 60 A4 1.25 
Pssst No. 7 Never Ltd. 60 A4 1.25 
Pssst No. 8 Never Ltd. 60 A4 1.25 
Pssst No. 9 :t Never Ltd. 60 A4 1.25 
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Pssst No. 10 Never Ltd. 60 A4 1.25 
Print run 15000 
Reality Advertiser 60 0.50 
Rogue's Gallery No. 1 Pinsent Publications 0.35 
Rogue's Gallery No. 2 Pinsent Publications 0.40 
Sad Tales Comics No. 1 0.05 
The Sky Is Falling In Phil Elliott 0.10 
ATale of Beem Gotelump Eddie Campbell 0.35 
Tales of Rhubarb No. 1 J Abbott 0.75 
Trash No. 1 K Fraser 0.30 
Trash No. 2 K Fraser 0.40 
Viz No. 5 0.25 
Viz No. 6 A4 0.25 
Viz No. 7 A4 0.25 
Warrior No. 1 
Whacko No. 1 24 A4 0.45 
Ximoc No. 4 Art & Research Exchange 0.50 
Ximoc No. 5 Art & Research Exhange 40 A4 0.50 
1983 
The Absolute No. 12 D. Angel 28 A4 0.40 
Absurd Alphabetting Pinsent Publications 28 A7 0.20 
Aces No. 2 12 0.25 
Aenid of Virgil Pinsent Publications 0.35 
Albert the Mouse No. 1 J Jackson 20 A5 0.40 
Albert the Mouse No. 2 J. Jackson 20 A5 0.40 
Albert the Mouse No. 3 J. Jackson 20 A5 0.40 
Albert the Mouse No. 4 J. Jackson 20 A5 0.40 
Albert the Mouse No. 5 J Jackson A5 0.40 
Balloon Comics Tallon 
Blast No. 1. 0.45 
Blast No. 2 0.45 
Blast No. 3 Just Books 36 A4 0.45 
Blimey It's Brickrnan L Stringer 24 A6 0.25 
Blues -:,, : E Campbell 0.50 Brickman on Toast L Stringer 24 A5 0.25 
Burnt Stick No. 1 G Cousins A5 0.50 
Burnt Stick No. 2 G Cousins AS 0.50 
Burnt Stick No. 3 G Cousins 12- A5 0.35 
Burnt Stick No. 4 G Cousins 16 A5 0.35 
Burnt Stick No. 5 G Cousins 16 A5 0.35 
Burnt-Stick No. 6 G Cousins 20 A5 0.35 
Catalyst No. 2 A3 0.40 
Corpse Meat Savage Pencil 12 A4 0.10 
Cosmic Bean Mushroom Moon Comix 24 A4 0.50 
Cosmiverse - 16 A4 0.20 
Crime No. 2 A Gaulton 24 A5 0.50 
Crime No. 3 A Gaulton 24 A5 0.50 
Crime No. 4 A Gaulton 24 A5 0.50 
Crime No. 5 A Gaulton 24 A5 0.50 
Escape No. 1 Escape Publishing 11" k 0.95 Escape No. 3 Escape/Gravett 68 A5 0.95 
Fast- Fiction No. 4 0.40 
Fast Fiction No. 5 20 A5 0.40 
Fast Fiction No. 6 20 A5 0.40 
Fast Fiction No. 7 24 A5 0.50 
Fast Fiction Mag. 20 AS 0.60 
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Fred Herring No. 1 R Christian 
Georgics of Virgil Pinsent Publications 0.40 
Grab Bag P Johnson 28 A5 0.40 
Print run 50 
The Handicap Present Publications 30 A5 0.60 
House Party P Larkey 1 A3 0.10 
Human Soup No. 3 J Szostek 28 A5 0.50 
Knockabout No. 5 Knockabout Comics 48 B 0.95 
Print run 5000 
Mad Dog No. 7 32 A4 0.50 
Mad Dog No. 8 32 A4 0.50 
Meanwhile No. 1 D McKean 24 A4 0.65 
Print run 200 
Miraculous Circumstances 3 Luddite Enterprises 40 A4 0.75 
Print run 300 
Moonstruck Madness Pinsent Publications 0.50 
Motorway Comics Tallon 16 A5 0.50 
Moving Sagas No. 1 Pinsent Publications 0.50 
Moving Sagas No. 2 Pinsent Publications 16 A5 0.40 
Moving Sagas No. 3 Pinsent Publications 20 A5 0.45 
Myra No. 3 M Hancock A5 0.50 
Myra No. 4 M Hancock A5 0.45 
Nadir Comics Pinsent Publications 20 A5 0.50 
Novello Comics No. 1 Pinsent Publications 0.05 
Novello Comics No. 2 Pinsent Publications 0.05 
Novello Comics No. 3 Pinsent Publications 0.05 
Novella Comics No. 4 Pinsent Publications 0.05 
Novella Comics No. 5 Pinsent Publications 0.10 
Penguin Flight BR Dulworth 0.30 
Petty Crime A Gaulton 8 0.05 
Pink Dress Comics J Payne 38 A5 0.75 
Psychic Comics No. 1 M Noon 12 A4 0.20 
Pulp Partzine No. 1 P Alexander 8 A5 0.10 
Pulp Partzine No. 2 P Alexander 12 A5 0.15 
Qualt P Alexander 0.50 
Ratman No. 1 B Georgiou 20 A5 0.20 
Ratman No. 2 B Georgiou 20 A5 0.20 
Ratman No. 3 B Georgiou 20 A5 0.20 
Real Cocktail Romances M Longley 
Six Sad Tales Pinsent Publications 28 A5 0.50 
Son of Old Penguin Flight B Dulworth 28 A5 0.30 
Sour Cream No. 3 0.50 
Strosfear N Hannan 24 A5 0.30 
Tales of Old Nerkminster 1 P Laskey 8 A4 0.20 
Tales of Old Nerkminster 2 P Laskey A4 0.20 
Tales of Old Nerkminster 3 P Laskey A4 0.30 
Technogenesis N Lanham 20 A4 0.30 
Three'Play , A Gaulton 24 A5 0.50 
Truly Amazing Love Stories A Ghura 48 A4 1.00 
Print run 3000 
Viz No. 8 C Donald 32 A4 0.:: 
Viz No. 9 C Donald 32 A4 
Viz No. 10 C Donald 32 A4 
Warrior No. 9 Quality Communications 50 A4 0.50 
Warrior No. 10 ' Quality Communications 50 A4 0.60 
Warrior No. 11 Quality Communications 50 A4 0.60 
Warrior No. 12 Quality Communications 50 A4 0.60 
Warrior No. 13 Quality Communications 50 A4 0.60 
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Warrior No. 14 Quality Communications 50 A4 0.60 
Warrior No. 15 Quality Communications 50 A4 0.60 
Warrior No. 16 Quality Communications 50 A4 0.60 
Weird Scenes No. 1 A Chalmers 36 A4 0.50 
Wierd Scenes No. 2 A Chalmers 
Windy Wilberforce E Pinsent 16 A5 0.50 
Ximoc No. 7 32 A4 0.50 
Zit No. 1 R Hughes 16 A7 0.10 
Zit No. 2 R Hughes 16 A7 0.10 
1984 
" of P Wooden 56 A5 0.45 
Aarte Phaarte M Mathews 5 
Portphaulleauh Print run 47 
Absolute Comics No. 13 D Angel 24 A5 0.50 
Alternative Headmasters G Midgley 28 A4 0.50 
Bulletin No. 5 
Ancient Tales/Danger Elk 1 Mere Fantasy Comics 20 A4 0.65 
A7 Comics No. 3 P Elliot 16 A7 0.15 
A7 Comics No. 4 P Elliot 16 A7 0.15 
At The Crossroads P Woodin 16 A7 0.10 
Bad News For Everyone P Woodin 16 A5 0.20 
Bang No. 1 M Robinson 32 A4 0.95 
Print run 40 
BBC (Blurring Buzzing Oddmags A5 
Confusion) Print run 28 
Beastie Comex No. 1 S Meacock 16 A7 0.20 
Beyond Belief Shaky Kane A4 0.50 
Bif - The Early Years 24 A5 0.50 
Blast No. 4 Just Books 40 A4 0.45 
Blemish No. 1 Sit-Comics 28 A5 0.45 
Blooper No. 1 24 A4 0.30 
Blooper No. 2, 24 A4 0.30 
Blooper No. 3 24 A4 0.40 
Bogey No. 2 A Ghura 32 AS 0.75 
Print run 200 
The Bone Book E Pinsent 14 A5 0.20 
The Brothers Hate P Woodin 16 A5 0.25 
Burn No. 1 JD McKay 24 A4 0.60 
Burnt Stick No. 7 G Cousins 16 A6 0.10 
Captain Clumsy Collection B Georgiou 20 A5 0.30 
Captain Crab No. 1 12 A4 0.30 
Captain Indestructible R Sharp 12 A4 0.30 
Classic Themes in Colour 1 P Woodin 16 A4 0.40 
Comic Opera P Woodin 36 A5 0.45 
Dakin Weekly 
Dark Star Heroes No. 1 R Sharp 20 A4 0.50 
Dark Star Heroes No. 2 R Sharp 60 A4 1.00 
A Dark Tale Pinsent Publications 4 B 0.15 
Doc Chaos Comic P Elliott 8 0.35 
Doc Chaos Comic No. 2 P Elliott 12 A4 0.30 
Doctor Death/The Sand 12 AS 0.20 
Tramp No. 1 
Doctor Death/The Sand 12 A5 0.20 
Tramp No. 2 
A Dog's Dream 44 A5 0.65 
Print run 100 
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Date and Title Publisher/Editor Pg Nos Size Price 
Drake Ullingworth No. 1 Pinsent Publications 18 AS 0.50 
The Early Brickman 28 AS 0.50 
Earthman Nightfall Press 12 . A4 0.30 Energy No. 2 Amateur Press Alliance 20 AS 0.40 
Escape No. 4 Escape/Gravett 64 AS 1.00 
Escape No. 5 Escape/Gravett 64 AS 1.00 
Factory of Death Pinsent Publications 12 0.10 
Fast Fiction No. 8 20 A4 0.50 
Fast Fiction No. 9 0.60 
Fast Fiction No. 11 32 AS 0.65 
Fif No. 1 28 AS 0.40 
Fif No. 2 M Young 32 AS 0.40 
Fif No. 3 M Young 28 AS 0.40 
First No. 1 40 A4 
First Echo Pinsent Publications 8 A4 0.25 
Flying Tiger Legends 16 A4 0.35 
Fred Herring R Christian 16 AS 0.30 
Fred Herring No. 2 R Christian 20 AS 0.40 
Fred Herring No. 3 R Christian 20 AS 0.30 
Fred Herring No. 4 R Christian 20 AS 0.30 
Fred Herring No. 5 R Christian 20 AS 0.40 
Gag No. 1 A2 0.20 
Gencomics No. 3 R Sharp 16 A4 0.30 
Gentleman's Art Journal A Cottingham 16 AS 0.30 
Geoff the Cat RHughes AS 0.30 
The Gospel According to J Smith 40 B 0.75 
Taste 
Grab Bag P Johnson 28 AS 0.40 
Great Ice Age 8 A7 0.10 
Ha Ha Holocaust Help Shark Comics 40 AS 0.50 
The Handicap E Pinsent 28 AS 0.60 
The Haunt of the Cramps K Guido 20 A4 0.50 
Heat of the Fire B Dilworth 16 AS 0.25 
Hem Nostril Roasting No. 1 28 A6 0.40 
Henrietta 24 A4 
Horrific Romance Comix 1 M Mathews 36 AS 1.00 
Print run 1000 
Images No. 2 8 A4 0.20 
Images No. 3 8 A4 0.20 
Images No. 4 8 A4 0.20 
Images No. 5 12 A4 0.30 
Images No. 6 8 A4 0.20 
Images No. 7 8 A4 0.20 
Images No. 8 8 A4 0.20 
Images No. 9 8_ A4 0.20 
Janitor to the Temple of J Welding 4 A4 0.15 
Moan 
Just Relax Man R Christrian 16 A7 0.10 
Knockabout-Trial Special 7 64 A4 4.95 
Print run 3000 
Knockabout No. 8, A4 2.95 
Print run 3500 . ;t. Legend of the Harlequin 1 R Sharp ..;:, 
Legend of the Harlequin 2 R Sharp 
Legend of the Harlequin 3 R Sharp 8- A4 0.20 
Lmbmhmbm No 1 M Freeth 36 A4 0.95 
Lounge Lizard No. 1 D Lee 16 A7 0.15 
Lounge Lizard No. 2 D Lee 12 A7 0.10 
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Date and Title Publisher/Editor 
Lounge Lizard No. 3 D Lee 
Lounge Lizard No. 4 D Lee 
Lounge Lizard No. 5 D Lee 
Mad Dog No. 8 C Brasted 
Mad Dog No. 9 C Brasted 
Meanwhile No. 2 D McKean 
Print run 200 
Meanwhile No. 3 D McKean 
Print run 200 
Miraculous Circumstances 4B Moulder 
Print run 300 
Misery and Obscurity P Woodin 
My Soft Monster Help Shark Comics 
Myra No. 5 M Hancock 
Mvra No. 6 M Hancock 
Nerk 
Nerk No. 5 P Laskey 
Print run 10 
Nerk No. 6 P Laskey 
Nerk No. 7 P Laskey 
Print run 10 
Novakil No. 1 
No 7 No. 1 G Cousins 
Odyssey No. 1 R Sharp 
Pandora's Box 
Paris Man of Plaster No 1 G Dakin 
Paris Man of Plaster No. 2 G Dakin 
Paris Man of Plaster No. 3 G Dakin 
Penguin Flight No. 3/4 B Dilworth 
Peter Out E Taylor 
Prairie Dog S Martin 
A Progress Report Pinsent Pub 
Ratman No. 3 
Read Detective MJ Weller 
Restrod Bestrod Pinsent Pub'. 
Rows Ashore P Woodin 
Scan No. 27 
Self-Consciousness R Christian 
Shockwave No. 2 
Sink "ý R Christian 
Small Packages No. 1 N D'Arbeloft 
Small Packages No. 2 N D'Arbeloft 
Soup de Jour T Phoenix 
Sour Cream 
A Splendid Vision P Woodin 
Steckler - The Early Years S Cavalier 
Subterranean Go Go 
Supercook No. 1 M Cook 
Supercook No. 2 M Cook 
Supercook No. 2 M Cook 
Tin Tack the Tamer No. 1 J Welding 
Tin Tack the Tamer No. 2 J Welding 
Trashcan No. 1 J Bagnall 
Tashcan No. 2 J Bagnall 
Trashcan No. 3 J Bagnall 
T. V. Party S Cavalier 
Twenty Penguins No. 1 T Phoenix 
G Dakin 
G Dakin 
G Dakin 
B Dilworth 
E Taylor 
S Martin 
Pinsent Publications 
MJ Weller 
Pinsent Publications 
P Woodin 
R Christian 
R Christian 
N D'Arbeloft 
N D'Arbeloft 
T Phoenix 
P Woodin 
S Cavalier 
M Cook 
M Cook 
M Cook 
J Welding 
J Welding 
J Bagnall 
J Bagnall 
J Bagnall 
S Cavalier 
T Phoenix 
Pg Nos Size Price 
16 A7 0.15 
16 A7 0.15 
16 A7 0.15 
32 A4 0.50 
32 A4 0.70 
32 A4 0.65 
32 A4 0.65 
40 A4 0.85 
16 A5 0.20 
12 A5 0.25 
A5 0.50 
20 A5 0.50 
12 A4 0.30 
12 A4 0.30 
10 0.50 
12 A4 0.30 
24 
20 
16 
20 
20 
20 
20 
48 
16 
22 
24 
16 
4 
16 
16 
8 
16 
24 
16 
24 
24 
20 
24 
24 
16 
16 
16 
16 
16 
12 
20 
24 
20 
20 
A4 
A5 
A4 
A4 
A5 
A5 
A5 
A5 
B 
A5 
A6 
A5 
A4 
A4 
A5 
A4 
A5 
A4 
A5 
A6 
A6 
A5 
A6 
A4 
A5 
A5 
A5 
A6 
A5 
A5 
A5 
A5 
A6 
A5 
0.40 
0.35 
0.30 
0.40 
0.40 
0.40 
0.40 
0.45 
0.30 
0.35 
0.20 
0.20 
0.20 
0.10 
0.20 
0.20 
0.15 
0.35 
0.20 
0.50 
0.50 
0.40 
0.65 
0.30 
0.30 
0.50 
0.20 
0.30 
0.30 
0.40 
0.15 
0.25 
0.35 
0.20 
0.40 
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Date and Title Publisher/Editor Pg Nos Size Price 
Vicious Crime Romance M Mathews 8 0.10 
Windy Wilberforce No-2 E. Pinsent 20 A5 0.40 
Wonder Heroes No. 2 24 A4 0.50 
The World According to LB P1 20 A4 0.20 
Ximoc No. 8 Blackdog Pubs. 36 A4 0.50 
Zit No. 3 R Hughes 12 A7 0.10 
1985 
An Adventure with Arthur D Lee 
Day 
The Alternative HeadmastersR Willis 
Bulletin No. 6 
Archangels Thunderbird C Brasted 
Azimuth-Just on the Borders 
Bang No. 2 M Robinson 
Bang No. 3 
Bill Beasley in Slumberland 
Blast No. 5 
Blemish No. 1 
Bum Comic No. 4 
Bum Comic No. 5 
Burn No. 3 
Burn No. 4 
Caged In No. 1 
Caged In No. 2 
Calico County 
Calico County 
Captain Crab's Horrific 
Tales of Terror No. 1 
Cheap Laughs No. 1 
Cheap Laughs No. 2 
Cinema Detectives 
Cobbler Crookshanks and 
His Cat 
The Creepy Crawlies 
Dakin's Weekly No. 3 
Dark Star Heroes No. 3 
Dark Star Heroes No. 4 
Dark Star Heroes No. 5 
A Dark Tale 
Delerious No. 1 
Digitus Impudicus 
Doc Chaos No. 33 
Doc Chaos No. 4 
Doctor Death/The Sand 
Tramp No. 3 
A Dog's Dream 
Doxi the Dog 
Drake Ullingsworth No. 2 
Escape No. 6 
Extra 
Fast` Fiction No. 13 
Fast Fiction No. 14 
Fast Fiction No. 15 
Fast Fiction No. 16 =-. '' 
Print run 40 
M Robinson 
Print run 30 
E Taylor 
R Holden 
R Holden 
J Bagnall 
J Bagnall 
D Robinson 
C Reynolds 
S Hender 
G Dakin 
Hydra Comics 
Hydra Comics 
C Green 
J Holliday 
Pinsent Publications 
Escape/Gravett 
B Dilworth 
16 A6 0.35 
28 A5 0.40 
28 A5 0.40 
36 A5 0.30 
32 A4 0.95 
36 A5 0.95 
6 A3 0.30 
40 A4 0.45 
28 A5 0.45 
12 A5 0.20 
16 A5 0.25 
24 A5 0.20 
24 A5 0.20 
20 A5 0.20 
20 A5 0.30 
24 A5 0.40 
16 A5 0.40 
12 A5 0.30 
35 A5 0.30 
28 A5 0.25 
12 A4 0.40 
12 A4 0.30 
20 A4 0.50 
60 A4 1.00 
60 A4 1.00 
60 A4 1.00 
0.15 
46 A4 0.40 
16 A5 0.25 
12 A4 0.40 
8 A4 0.30 
12 A5 0.20 
44 A5 0.65 
20 A5 0.30 
24 A5 0.50 
68 A5 1.00 
16 A8 0.10 
24 A5 0.50 
20 A5 0.45 
24 A5 0.55 
32 A5 0.70 
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Date and Title 
Fast Fiction No. 17 
First No. 2 
Food for Thought 
Freeze Frame No. 1 
Freeze Frame No. 2 
Georgette 
Godhead Spanner Comics 
Goof-Out 
Gospel According to Taste 
Greasey Meat No. 1 
Greasey Meat No. 2 
HA 
Ha Ha Holocaust 
Halley's Comet 
Hardware No. 1 
Hardware No. 2 
Hardware No. 3 
Harlequin: Futures - Past 
Hot Water 
Inner Space No. 1 
Ivor the Anarchist No. 1 
I Want 
Jack in the Green No. 1 
Kidnapped by Martians 
Killer No. 1 
Knock Yaself Out Comix No. 1 
Knock Yaself Out Comix No. 2 
Knock Yaself Out Comix No. 3 
Knuckleduster Funnies No. 1 
Knuckleduster Funnies No-2 
Legends No. 1 
A Letter to Siberia 
Life - Another Dollop 
Like Fun 
Lonesome Tonight 
Lounge Lizard No. 6 
Mad Dog No. 10 
The MMalcolm Feetus 
Maltese Penguin Flight 
Meanwhile No. 4 
Midnight 
The Mighty A 
Miss March 
Modem Eyes 
Myra Magazine No. 7 
My Soft Monster 
Mysterioso , T, - 
A Ninety Foot Mastadon 
No Frills Funnies 
Nyak Nyak No. 1 
Nunks and Prapshots 
Odyssey No. 2 
Oh. Cranky No. 1 
Paper Empire No. 1 
,..: Paper Empire No. 2, 
..; Paris The Man of Plaster 4 
Publisher/Editor 
P Hitchman 
P Hitchman 
E Campbell 
Trashcan/Wierd Fun 
J. Smith 
B Dilworth 
Help! Shark Comics 
Hydra Comics 
Help Shark Comics 
J Dodds 
T Phoenix 
S Hender 
N Parker 
Sunthunder/Amalgam 
B Dilworth 
E Taylor 
Help! Shark Comics 
Help! Shark Comics 
D Lee 
D McLean 
Print run 200 
T Kennedy 
B Dilworth 
M Hancock 
P Johnson 
Print run 500 
M Hancock 
Help! Shark Comics 
Pinsent Publications 
B Dilworth 
S Henda 
R. Sharp 
D Regan 
D Regan 
G Dakin 
Pg Nos 
28 
44 
52 
20 
20 
12 
28 
32 
40 
36 
40 
16 
40 
12 
16 
16 
16 
16 
16 
12 
16 
24 
24 
24 
16 
20 
24 
44 
20 
24 
44 
12 
36 
24 
16 
32 
Size 
A5 
A5 
B 
A5 
A5 
A4 
B 
A5 
B 
A4 
A4 
A5 
A5 
A4 
A5 
A5 
A5 
A5 
A5 
A4 
A5 
A5 
A4 
A5 
A4 
A5 
A5 
A5 
A4 
A4 
A5 
A4-A8 
B 
A5 
A5 
A6 
A4 
Price 
0.60 
0.25 
1.00 
0.40 
0.40 
0.35 
0.50 
0.60 
0.75 
0.75 
0.90 
0.25 
0.45 
0.50 
0.25 
0.25 
0.25 
0.35 
0.20 
0.20 
0.15 
0.50 
0.75 
0.55 
0.50 
0.35 
0.20 
0.45 
0.50 
0.50 
0.20 
0.70 
0.30 
0.35 
0.30 
0.20 
0.75 
40 A5 0.50 
36 A4 0.65 
24 A5 0.30 
52 A5 0.65 
24 A6 0.50 
36 A4 1.25 
28 A5 0.60 
16 AS 0.25 
12 AS 0.25 
28 AS 0.40 
28 A5 0.30 
6: 1.00 
8 A5 0.25 
44 A4 0.70 
24 A5 0.50 
28 A5 0.50 
28 A5 0.50 
20 A5 0.40 
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Date and Title Publisher/Editor Pg Nos Size Price 
Paris The Man of Plaster 5 G Dakin 20 A4 0.50 
Penguin Flight No. 6 B Dilworth 44 AS 0.55 
Penguin Flight in Retrospect B Dilworth 20 AS 0.25 
Peter Out 0.30 
A Postcard from Drake Pinsent Publications 40 A6 0.45 
Prairie Dog 24 AS 0.35 
Primitif Comix No. 2 Pinsent Publications 14 A4 0.40 
Putrid Scrawl No. 1 A Brown - 24 AS 0.50 
Rain to River Help! Shark Comics 16 AS 0.20 
Real Cocktail Romances M Longley 16 A4 0.40 
Red Fox No. 1 A McGilvray 
Red Fox No. 2 A McGilvray 24 AS 0.45 
Red Fox No. 3 A McGilvray 32 AS 0.60 
St Elmo's Fire Help! Shark Comics 8 AS 0.10 
Sav Sadness B Lynch 24 AS 0.45 
Scale the Wind Sunthunder/Amalgam AS 0.20 
Scorch Help! Shark Comics 12 AS 0.20 
Scuttery Comix No. 1 12 AS 0.30 
2nd Echo J Fortey 8 A4 0.25 
Sheep Comics No. 1 16 A4 0.40 
Sheep Comics No. 2 16 A4 0.30 
Short Fuse No. 2 48 AS 0.70 
A Short Guide to Those N Parker 16 AS 0.40 
Considering Bar Work 
Silicon Fish No. 1 32 AS 0.60 
Singing in the Heart of B Dilworth 16 AS 0.25 
A Stone I 
Small Packages No. 1 N d'Arbeloff 20 A6 0.50 
Small Packages No-2 20 A6 0.50 
Small Packages No. 3 20 A6 0.50 
Small Packages No. 4 N d'Arbeloff 20 A6 0.50 
Small Packages No. 5 N d'Arbeloff 20 A6 0.50 
Small Packages No. 6 N d'Arbeloff 20 A6 0.50 
Soliloquy B Dilworth 0.45 
Somebody Goes Out 24 AS 0.50 
Some Tales from Gimbley P Elliott 24 AS 0.45 
Some Tales from Gimbley 2 P Elliott 16 AS 0.35 
Super Adventure Stories 8 C Bateman 36 B 0.35 
The Suttons P Elliott 20 AS 0.40 
Tadpoles from Beyond the G White 36 AS 0.40 
Stars 
Tales from the Secret S Hender 6 0.10 
Commonwealth t_ 
3rd Echo' P Scott 12 A4 0.40 
This Tribal World B Dilworth 28 AS 0.30 
To Turn teh Tide B Dilworth 20 AS 0.30 
Translucent 16 AS 0.20 
Trashcan No. 4 12 AS 0.20 
Vigilante Vulture D Northall 28 A4 0.55 
Vigilante Vulture No. 2 D Northall 28 A4 0.55 
Viz No. 13 ' k- 32 A4 0.50 
Viz No. 14'4 Virgin Books 32 A4 0.50 
Print run 7000 - 
Viz No. 15'--:, ': i '"- Virgin Books 32 A4 0.50 
The Wallr B Dilworth 32 AS 0.25 
We'll Fight This Out. You &I Help! Shark Comics 20 AS 0.25 
Whip Crack Away No. 2 °- .' Grade A Periodicals 28 A4 0.50 Wierd Fun No. 1 - 24 AS 0.35 
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Date and Title Publisher/Editor Pg Nos Size Price 
Wierd Fun No. 2 24 A5 0.35 
Wierd Scenes No. 4 36 A4 0.70 
Wilson McGraw 20 A5 0.35 
The Wimp No. 1 28 A5 0.40 
The Wimp No. 2 28 A5 0.40 
The Wimp No. 3 24 A5 0.40 
The Wiimp No. 4 24 A5 0.40 
Windy Wilberforce No. 3 Pinsent Publications 16 A5 0.35 
Windy Wilberforce No. 4 Pinsent Publications 14 A4 0.40 
Wintertime E Taylor 4 A5 0.10 
Wish No. 1 48 AS 0.70 
Words of Involution 40 A5 0.45 
Ximoc No. 9 40 A5 0.50 
X Microcomic B Dilworth 16 A8 0.10 
Yellow Peril Help! Shark Comics 28 A5 0.30 
Zero Order No. 1 24 AS 0.40 
1986 
Balderdash No. 1 I Black 32 A4 0.50 
Balderdash No. 2 I Black 32 A4 0.50 
Absent Friends I Black 16 A5 0.40 
Alternative Headmasters E Pinsent 28 A5 0.60 
Bulletin No. 7 
Appletown No. 1 L Walsh 24 A4 1.00 
Artmaster No. 1 AB Rose 8 A6 0.20 
Artmaster No. 2 AB Rose Crew D'Art 8 A6 0.15 
Astorial Stories No. 1 E Pinsent 16 A5 0.40 
Astorial Stories No. 2 E Pinsent 16 A5 0.40 
Atlantic Garage J Bagnall 24 A5 0.55 
Baby's Got Blue Eyes B Dilworth 12 A5 0.20 
Bang No. 5 M Robinson 28 A5 0.75 
Print run 30 
Bang No. 7 M Robinson 28 A5 0.75 
Print run 30 
Blast No. 6 24 A4 0.35 
Blat No. 1 44 A4 1.20 
Braque No. 1 34 A4 0.50 
Braque No. 2 32 A4 0.50 
Bute No. 3 A Hughes 32 A6 0.60 
Brute No. 4 A Hughes 32 A6 0.60 
Bum Comic No. 9 20 A5 0.20 
Bum Comic No. 10 20 A5 0.20 
Bum Comic No. 11 20 A5 0.25 
Bum Comic No. 12 20 A5 0.25 
Bum Comic No. 13 20 A5 0.30 
Burglar Bill P Grist 16 A4 0.30 
Bus Pass Army M Grist 24 AS 0.60 
The Cage No. 4 20 A5 0.40 
Caged In No. 3 36 A5 0.40 
Canberra Comics C Reynolds 16 A5 0.70 
Charcoal Matt Black No. 1 16 A5 0.50 
Charcoal Matt Black No. 2 16 A5 0.50 
Charcoal Matt Black No. 3 B 0.75 
Cinema Detectives No. 2 C Reynolds 24 AS 0.70 
Colossus No. 1 48 A5 0.60 
Corporal Religion Against B Dilworth 20 A5 0.60 
the Pink Menace 
155 
Date and Title Publisher/Editor Pg Nos Size Price 
Creepy Crawlies No. 2 16 AS 0.30 
Dakin Weekly No. 4 G Dakin 20 A4 . 0.60 Dakin Weekly No. 5 G Dakin 20 A4 0.60 
Delerious No. 2 46 A4 0.40 
Delerious No. 3 28 A4 0.40 
Discorporate 20 AS 0.20 
Divine Mandate No. 2 32 AS 0.45 
Divine Mandate No. 3 24 AS 0.40 
The Elephant of Surprise 32 AS 0.60 
El-Frenzy No. 1 20 A4 0.50 
El-Frenzy No. 2 24 A4 0.50 
El-Frenzy No. 3 24 A4 0.60 
Escape No. 8 Escape/Gravett 60 A4 1.95 
Escape No. 9 Escape/Gravett 60 A4 1.95 
Evening Beacon 16 A6 0.20 
Fast Fiction No. 18 24 AS 0.60 
Fast Fiction No. 19 32 A3 0.65 
Fast Fiction No. 20 
Fast Fiction No. 21 32 AS 0.65 
Fenlock No. 1 F Ashcroft 20 AS 0.50 
Fenlock No. 2 F Ashcroft 16 AS 0.50 
A Few More Sutton P Elliott 12 AS 0.30 
Flick and Jube - The First S Mackie 32 AS 0.60 
Experience 
Gavin Butler Remembers 12 AS 0.05 
Godhead Spanner Comics 1 28 B 0.50 
Gristavision No. 2 M Grist 20 AS 0.50 
Grope D Murphy 40 AS 0.60 
Happy Joe Comix No. 1 D Rickwood 12 AS 0.30 
Hardware No. 4 16 AS 0.25 
Hardware No. 5 16 AS 0.25 
Hardware No. 6 20 AS 0.30 
Hardware No. 7 20 AS 0.30 
Hardware No. 8 24 AS 0.30 
Howdy Sweetheart 20 AS 0.30 
H. Quin No. 2 P Wright 24 A4 0.40 
Impulsion No. 1 S Roberts 32 AS 0.50 
Irrelevance D Lee 12 A6 0.10 
Ivor the Anarchist No. 2 16 A4 0.20 
Jive . D Murphy 36 AS 0.45 Killing Stroke No. 2 36 0.50 
Killing Stroke No. 3 36 AS 0.50 
Knock Yaself Out No. 4 J Holliday 48 AS 0.45 
Knuckleduster Funnies No. 3 20 A4 0.50 
Knuckleduster Funnies No. 4 20 A4 0.50 
Life Without Morrisey C Stapleton 16 AS 0.20 
Loco No. 1 M Hawthorne 20 A4 1.95 
Print run 5000 
Lounge Lizard No. 7 D Lee 20 A6 0.35 
Lounge Lizard No. 8 D Lee 20 A6 0.30 
Love Given Lightly S Martin 20 AS 0.30 
Mauretania Comics No. 1 C Reynolds 24 A4 1.00 
Mess-Age Magnet 44 A4 0.60 
Miffy and Harris J Staines 8 A6 0.20 
Minicomix UK AB Rose/M Feazell 12 A6 0.30. 
Mister Slugg S Way 28 AS 0.85 
Morgan's Tip C Flewitt 52 AS 0.60 
Myra No. 8 M Hancock 28 AS 0.75 
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Date and Title Publisher/Editor Pg Nos Size Price 
Nonsense No. 1 P Bolger 44 A4 0.75 
Oh, Cracky No. 2 24 AS 0.50 
Paper Empire No. 3 32 A5 0.50 
Paris The Man of Plaster 6 20 A5 0.50 
Peter McGeough P McGeough 36 A5 0.80 
Plaza B Dilworth 32 A5 0.55 
Post-War Funnies T Elmes 20 A4 0.50 
Putrid Scrawl No. 2 
Requiem No. 1 24 A4 0.60 
The Revenant 28 A4 0.30 
Scab No. 1 20 A4 0.60 
Short Stories No. 1 P Grist 20 A5 0.40 
Silicon Fish No. 2 36 A5 0.60 
Silicon Fish No. 3 60 A4 1.00 
Skulls C Webster 28 A5 0.50 
Small Packages No. 7 N d'Arbeloff 20 A6 0.55 
Spazie Eddie No. 1 A Rose 8 A6 0.15 
Sound and Fury No. 1 40 AS 0.50 
Spring Chicken 20 A5 0.50 
Spy Magazine No. 1 J Watson 16 A6 0.50 
Spy Magazine No. 2 J Watson 16 A4 0.10 
Stark S Learmonth 20 A5 0.40 
Stone by Stone 12 A4 0.35 
Stroke No. 1 Le Telephone Dessine 30 A4 1.00 
Print run 100 
Stroke No. 2 Le Telephone Dessine 30 A4 1.00 
Print run 50 
Stroke No. 3 Le Telephone Dessine 30 A4 1.00 
Print run 50 
Stroke No. 4 Le Telephone Dessine 30 A4 1.00 
Print run 50 
Super Adventure Stories No. 9 24 A5 0.40 
The Suttons P Elliott 10 A4 0.50 
Tales of the Crepid No. 1 P Drohan 32 A4 0.60 
Torn Flag Szostek 28 AS 0.75 
Trashcan No. 5 24 AS 0.50 
Vigilante Vulture No. 4 28 A4 0.50 
Viz No. 16 Virgin Books 32 A4 0.50 
Viz No. 17 Virgin Books 32 A4 0.50 
Viz No. 18 Virgin Books 32 A4 0.50 
Viz No. 19 Virgin Books 32 A4 0.50 
Viz No. 20 Virgin Books 32 A4 0.50 
Viz No. 21 Virgin Books 32 A4 0.50 
Print run 200.000 
Vomit No. 1 20 A5 0.35 
What's Up Earthling J Smith 0.75 
The Wimp No. 5 24 A5 0.40 
Windy Wilberforce No. 5 E Pinsent 24 A5 0.50 
World's Apart No. 1 C Bateman 16 AS 0.30 
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BIBLIOGRAPHY 
This bibliography is divided into two sections. The first deals with books and 
articles on British and American comics. It is selective, as there is now a vast range 
of material on comics, much of it in trade journals and 'fanzines'. Of these the 
British Speakeasy and the American Comics Journal have been the most helpful. 
The second section deals with all the more general sources which have been 
consulted outside the area of comics - in particular works on the nineteen sixties 
and film or cultural theory. 
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Anon, 
Anon, 
Anon, 
Anon, 
Anon, 
Anon, 
Anon, 
Anon, 
Anon, 
Anon, 
Anon, 
Anon, 
Anon, 
Barker, M 
Barker, M 
Bartlem, N 
Bible Fury in Speakeasy. No. 81.1987, p. 1 
Comic Focus: A. B. C. Warriors it Speakeasy. No. 81.1987, pp. 7-9. 
Interview with Pat Mills 
Comic Focus: Itchy Planet III Speakeasy, No. 84,1988, pp. 9-10 
Dredd in Oz ill Speakeasy, No. 83,1987, p. 14. 
Interview with Alan Grant 
Harrier Comics: Full Steam Ahead in Speakeasy, No. 66, 
September 1986, pp. 8-9 
Knockabout Knonsense III Speakeasy, No. 69, December 1986, 
pp. 10-12 
Knockabout with Lady Chatterley's Lover in Speakeasy, No. 66, 
September 1987, p. 15 
Los Poros Hernandez Love and Rockets III Speakeasy, No. 84, 
1988, pp. 14-15,19 
News Extra: Introducing Oink In Fantasy Advertiser. No. 96, May 
1986, p. 12 
Oink! in Speakeasy, No. 81,1987. pp. 10-11 
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